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ABSTRACT

In 2008, a largescale outdoor sculpture created by waddowned artist, Dennis
Oppenheim, was installed on a proposed site for a billion dollar rugedeal estate
redevelopment project in Calgary€s historic Ramsay neighbourhood. Oppenheim€s sculpture
Device to Root out Evis one of many public artworkecentlyinstalled inEast Calgary and
serves aa prime examplef how public art ideing integrateihto urbandevelopmenand
privatereal estat@rojects.This research projeeixplores how cultural artifacs, such as public
art,are being used gdacemakingools This localized case study conngattistic practice to
economic emplacement and displacement, cultural consumption and production, and urban
changelt is amixed-methods ethnagphythatmoves beyond visual analysis of public art to
incorporate sensory experiences of being in a pthegebyreveaing how attending to the

senses can contributettte placemakingprocess
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CHAPTER ONE: INTRODUCTION

Our First Encounter

| had been living in Calgary for just over a year by the time that | ieatdhere was an
upsidedown churchn the city. A friend mentioned the sculpture in passing during a
conversation about my imminent move to Ramsay, a historic neighbourhoodi oestle
eastern edge of downtown. No, it couldn€t possibly be the same one, | wondered , or could it?
Having justrelocatedrom Vancouver, the controversy surrounding the infamous wosda
church was still very fresh in my mind. The sculpture hadgited quite a bit of debate during
the two and a half years that it had been publicly installed in Coal Harbour, a posh redeveloped
area in Vancouver€s core. An online search confirmed my hunch; it was, in fact, the very same
public artwork,Device to RooOut Evil,by world-renowned artist Dennis Oppenheim. How odd,
| thought, that both the sculpture and | would serendipitously both end up in the same Calgary

neighbourhood.

| first saw the sculpture in its Ramskgcation on an exploratory walk just a fevegks
before | moved into the neighbourhood. It was a crisp winter afternoon and | had decided to set
out on foot to explore the area that | would soon to call home. The snow had melted, but the
ground was still frozen and | coullebarthe crunch of the ges under my boots as | approached
the sculpture. | remember thinking how doef the piece looked in its new setting compared to
the expansive backdrop it had in Vancouver. It waked in between a few natescript
industrial buildings and what looked bea storage lot packed full of Stampede supplies. As |

walked around the sculpture to get a different perspective, | noticed a row of townhouses across



the street that seemed out of place. They were obviously of recent construction and their facade
didn€t match the patina and character ofdllder neighbourhood. It was as if a strong wind had
swept upboththe townhouses and the church from another locale and randomly dropped them in
Ramsay, the church left balancing precariously on its steeple. leshapyuick photo to
commemorate my first encounter with the piece in its new landscape. As | continued my
circumambulatiorof the sculpture, | noticed a brighed sign fora coffee shout of the corner

of my eye. My fingers frozen from grasping my came retreated to the warmth and bustle of

the shop around the corner and orderéatte

Figure 1: First Calgary Encounter with Device to Root Out Ev
Photo courtesy the author, 2013.



Research Objectives

Device to Roobut Evilis just one of mangrtworks recently installed inast Calgary and
serves as a prime examplehow public art is being incorporated into urban development and
infrastructure projects in this part of the city. Just down the bithfRamsay, the Calgary
Municipal Land Corporation (CMLC), the entity designated to manage the renewal and
redevelopment of the derelict east end of downtown, now referred to as the East Village, is also
actively integrating public art into its redevelopmplans. The CMLC€s mission is clear; they
believe that placemaking through public art f, brings new energy to old neighbourhoods,
creates credibility and confidence, and inspires communities to build, grow, and believe, and, as
swch they are devoted to kiag f, a tangible difference in the way a rich and growing city

looks, feels and thinks about itself...,, (Calgary Municipal Land Corporatior)201

In recent years, public art has played an increasingly important role in the social and
economic transfanation of urban spaces. Smith (1996) and Miles (1997) suggest that it is
critical for researchers to continue to look at urban change by exploring the links between
gentrification and arfThis project explorehow public art is being used by privaterpaations
as a communication tool with the intention to bramdl marketirban spaces and frame public
perceptions of a place. Thalowing CaseStudy includes an examination piiblic artworks
recently installedn two new privatedevelopmenprojects inEast Calgarylnvestigatimg a
selection of public artworkaithin a specific geographical regigmovides the opportunity to
explore docalizedcase studywhile reflecing uponbroadbased issuehat connecpublic art to

economic emplacement and displacement, cultural consumption and production, and the social



transformation that occurs withaity spacs as a result ofirboan development and regeneration

projects

It is estimated that over 81 percent of Canada€s poputatieently reside in urban centres
(Government of Canada, 2014) ahé mounting pressure of inner city densification and urban
transformatiorarecreating new types of social, economic and cultural challenges for Canadian
communitiesCalgary is growindaster than any other Canadian city with a populaticrease
of approximately 27 percent each year and migration forecasted to continue to intensify through
to 2021 (Calgary Economic Development, 20B)).contributing to the burgeoning fields of
public art and gentrification research, tisgsestudy aims to engage in a discussion about the
impacts that rapid urban renewal and densification have on communities and look at how the arts

are being used tioy to mitigate some othose impacts.

While most & the public artwork$eing installed in our cities are widely celebrated, much
of the literature on public art neglects to connect the social, cultural and economic changes and
the spatial politics that emerge within the areas in whickspigeific worksof public art are
installed (Kwon, 2008). Mathews (20103uggests that the role of public art research is to place
pressure,f on ensuring that the incorporation of art in the urban provides an opportunity for
local (and contested) meaning production arpression...,, (p.673) hedesired outcome of this
researclproject is to critically explore howlaces aréoth physically and socially constructed
through the introduction giublicart and to investigate hoprivate corporations are using these
cultural placemaking artifactss communication tools tttempt toestablish a ssense of place€

and brandirban spaces



Research Design

What began as a hunch and brief encounter behind an industrial complex in Ramsay, led to
a yearlong ethnographic investigati into public arand placemakingt led to hours spent
walking throwgh the streets ofdst Calgary exploring the compositional malgeof the
neighbourhoods and surveying the sensory landscape of the area in an attempt to piece together
the various naatives and politics thahform those urban spaces. | conducted interviews with
stakeholders, took countless photographs and scoured museum and municipal archives. | also
engaged in casual conversations about public art when | met people on the street and at
community meetings and informatial sessions. | buried myself under mountains of literature,
but a majority of my research was conducted in situ. As a new resident living in the long
established Ramsay community, | was afforded a unique anthropological persihettive
enabled me to caluct ethnographic researathich explores multiple ways of knowing and
engage in multisensory experieneesl isintrinsically tied to fboth the phenomenology of place
and the politics of space,, (Pink, 2009, p.23). This ongpmgence in thield provided me
with the opportunity to gain a unique sense of the piuke integratng my research into my

everyday life.

As my research into gentrification progressed, | became acutely aware of my role as an
agent of gentrification. Aacultural worker and sident renting a converted Victorian house in
an area going through a period of revitalization, | saw my reflection in every gentrification study
thatl read. This realization undoubtedly shaped my understanding of the topic and made it
imperative for me tancorporate reflexivity and personal narrative into my interpretation of the

subject areas and issues. Adhering to a postmodernist epistemological perspective, | used



multiple methods to conduct my research that embraces the notion that fthere are multipl
standards for understandings the world , and therefore diversity and contradictions should be
incorporated within research accounts,, (Spicer, 2012, p.485). The following study does not
presume to be a pursuit of a singular objective reality or quanéfialth; rather | have framed
my inquiry as an interpretive investigation that is both reflexive and-epded in its approach

to understanding thele that public art plays in thenstruction okocial and cultural

community identityandthe current guationwithin East Calgary.

This research paper is divided irfiee chapters. @apterTwo, considers the key literature
associated witlpublic art, creative city discourse agentrification. While the theoretical ideas
and literature reviewed are varych rooted in communication and cultural studies, my research
path also intersectealith other disciplines, including cultural geography, visual,aishistory
and urban studies have included a discussion around the public and private commissifning
public art and how the arts are being used as a strategy to meakestatand brand places. |
explore some of tharguments associated with the creative disgourse, which suggests that
art, commerce and innovation letmleconomic developmenhd financial success.also look at
issues around skgpecificity and some of th@ncerns that arise when arinstalled in public
spaceTo this end, | revievsome of thevritings associated with gentrification theory and the
role that artists playnithe gentrification processd explore how these processes are playing out

in contemporary Calgary

Chapter Threéetails mymethodologicahpproachand data collection procesg aeate
my mixed methods ethnography, | conducted s&mictured intengws and refererd

communication and marketing materialgy plans ardival and policy documents amgws



accaunts.The thirdchaptereveats how | endeavowdto incorporate the visual, sensory and
material experiences that | encountered while moving in, around and through the terrain of my
study. The media accounts, communication materials and policy documentseitifoym
expeditions on foot, structure my imfeew questions anftame my intepretation of how public

art in East Calgarys connected to the complex and chaotic urban gentrification protesse
wovenin the theoretical underpinningjsat are the foundation of my methodological process. |
stringtogether literaturassociated witthe spatial turmandethnographyo explore some of the
ways that our relationshifio espace€ and spl&&shape our social interactions and produce
cultural meaningd. concludethe chaptewith adescription of somefdhe opportunities and
challenges facedtaking this kind of ethnographic approach amtoduce the approach that |

took inthe Case Study

Chapter Fourthe Case Studys divided into threeextions thatevealthe story of my
experiencein East Cajary.In the first sectionSengg the Landscape introduce the sensory
landscapgof East Calgarandinvestigae how these landscapgcontinueto be siapedoy
historical social,physical and econompressuresThefollowing two sectionsA WalkAround
Device to Root Out EvdndA Walk Through East Villagare structuredsawvalks aroungublic
artworkssituated intwo East Calgaryeighbourhoods, Ramsay and East VillaQa both walks,
| take the reader through a series of experiencesnaedtgatea selection oprivately
commissioned public asorks recently sited in these communitiesxplore some of the factors
thatcontributed to the commissioning and installation of these worksliandsshow | connect
these artwork$o thecurrentsocial and economic climate of these two incigy

neighbourhoods



In ChapterFive, | offer up my conclusionand reveahow this study exploresow these
public artworks function as communication tetilatsene private interestd.review howtrends
in gentrification, real estate development and the creative city discargsmpactingublic art
as a discipline, andow these trends are reflectedEast Calgary. | alssuggest further research

that could be conducted on this subject



CHAPTER TWO: LITERATURE REVIEW

Introduction

Public art isa relatively new field of studghatemergedut of site-specific land and
environmental art practices of the 18(Decker, 2011)Today, ublic art has become
ubiquitous in the contemporary urban landscape and its many manifestations can be found in
countless plazas and streets in city centres around the Wwed the yearspublic policiesand
funding infrastructure hee developed aroungublic artpracticeso supporthecreation,
management and procurement of art in public sp#&tdbe same time;orporationsare
recognizingthe impacts that the integration of public laatzeon theircapitalprojects and, as
such, arectivelycommissioningprivateworks of art outside of the publfandingmodel. This
practice is increasingly prevalent with real estatd landdevelopers, who are using public art as
a marketing and business stratégattract visitors, brand spaces @agroduce Bw meanings

for their projectsn the community.

This chaptereviews some of the literature associated vptiblic art practiceandreveals
some of the currentdnds that are emerging withunding structures, commissioning practices
and publicpolicy. | investigate the reasons behind thepsurt for and criticisms dhe creative
city discoursewhich advocates that the unified development ¢,asommerce and innovation
aid in the revitalization and renewal of urban regions¢hastrengthen economic development.
In this chapter, | also introdudtlee notion of the publicé public artandrevealsome of the
emergingnternational and locdtendsin public artcommissioning practices. | exploseme of

the complexities around tlgentrification process and trace the historgentrificationresearch



and identifysome of the key debates and paradigm shifts that have ocoutheslarea of study.
| look at how the arts are implicated iretgentrificationprocess and explore howlplic art is
being integrated into real estate development and urban regeneration projduis anists
have become actors in the gentrification procedsdso consider the role that artists and the
culture industry play in advancing the gentrificatiprocesses ariebw public art helps to
construct e contemporary urban landscapally, lintroducethe local economic and social
climate incontemporary Calgargnd review current trends in public art policy and funding

structures, which inforrthe foundationof this case study gdublic artin East Calgary

Public Art and the Creative City

From cave paintings to the commemorative monuments of antiquity, the presence of public
art hasalwaysbeen part of the cultural landscape, yet it has only recerdtgrialized as a
formal academic discipline (Decker, 201Rublic art s increasingly being used as a strategy by
developers and governmentsbiaild brand identity and publicly declare a &yalues and
priorities. The popularity of theintegration ofpublic art intourban renewal projecend the
proliferation of flagship estarchitect€ designed museums, galleries and concert halls reveal the
explicit connections that the arts have with pupblicy, economic development and

commercial enterprise.

While erectingpublic monuments and sculpturess been a practice for centuries, the term
public art originated ithe United Statesn 1967 when the National Endowment for the Arts

established fund specific to the commissioning of art in public pladéites, 2009.

10



Considering that public art ismoderatéy new discipline, itdefinition is still very much fluid

and evolvingPublic art€s hazy historical precedence and lack of formalizedtaef is one of

the largest obstacle€s facing the practdech is part of the reason that the discipline has been
strugglirg for critical recognition within the astic esablishmen{Cartiere, 2008)Today, here

are only a feweducationainstitutionsthatteachpublic artpracticesandthe subjectis often
relegated to the margimg fine artpracticeslostsomewhere in between public institutions and

the commercial art markéCartiere & Willis, 2008).

In thebroadest sense, public aen be defined as art that is situated outside of the gallery
walls in public spacdt has many subcategories and is often called many things, such as urban
interventions, sitespecific works, spatial practice, installation, land madnumentsputdoor
sculpture, earthworkglop artandsocially-engaged art practicBublic artmay take many
forms, but is most commonly identified as the ubiquitous monuments and maesianent
sculptural forms that dot city sidewalks and downtown courty&@ddiee (2008)suggests that
in order for an artwork to be fieed as public art, it shouli@dll underat leasione of the
following four categories:

1. Situated in publicly accessible or visible place;
2. Madein the interest of the publimr impact the community or dividuals;
3. Used by or maintained by the public; and/or

4. Funded by the public.

Public artadvocates suggest that the integration of art into the built environment
humanizeghe city by infusingneaning into the urban landscape, thereby turning espaces€ into

eplaces€¢Hubbard et al, 2003However, Cartiere & Willis (2008) point out that very little

11



research has been conducted about how public art acagatiynplisheshis. Rublic art caroften
bea catalyst for immense deliberation or controveespeciallywhen it is publicly funded. $t
presence in the urban landscape lvalp toreveal power differensawvithin a spacend time in
histary. Whether public art is unitforming or divisive, it ltimately extends the experience of

art into everyday life.

Emerging out of land and environmental art movements, trends in public art practices have
shifted significanty over the past forty years. In her seminal bdoke Place After Another:
Site Speciic Art and Locational IdentitykKwon (20029 suggests that the practice has undergone
three distinct paradigm shiftSheidentifies thefirst shift asfartin-public places which
reflected thdargescale modernist sculpturdsatgained popularity in t 196@ and19706.
Also referred to asplop€or splunk€art, these work®ften donot have a direct relationship to the
location in whichthey areinstalled nor daheyhave any distinguishing public qualities, other
thantheir size and sitationoutdoors While fartin-public placeg arewidely celebrated, they
are alsaegularly criticzed for being purely decorativehit genre of public art is still widely
practiced and new workkat fall under this category contintebecommissioned and itedled
in urban spaces around the world. The follow@ase 8idy includes an investigation of Dennis
Oppenheim€s sculptu@evice to Root out Evilvhich | argue would fall under thgrticular

categoryof public art

Kwon (20023) suggests that there wa distinct shift in the 198 towardsa different kind
of public artpracticethatsherefers to agartaspublic place.,These works represeat
deliberate attempt tposition art as the defining focal point of public places by integraiing

into the functional design of architectural structures, landscaping features and infrastructure

12



projects. This practiceontinues to be quite populand can be found everywhere from the
ornamentation o$treet furniture, such as park bencHhighting schemeand manhole coverso
the integration of visual elemerasto bus shelters, highway overpasses andaybbxes.Works
that fall under this category aoéten designed in tandem with developdasidscape designers
and architectandsometimeslo not eveninclude professionahtrtists intheir creation This study
investigates a permanent mosaic mural installedretaening barriewvall in East Village
entitedTHESAMEWAYBETTER/READHKReatedoy Ron Moppetwhich larguecould be

categorized under the baer of fartaspublic place,

Kwon (2002a)identifies a third shift in public athat she refers to gartin-the-public
interest, which are temporary artworkbatstrive to address sociabncernsand political issues.
Otherwiseknownas new genrpublic art(Lacy, 1994), thistype of public art may take the form
of communitybased projectdemporary installations and urbanententions. They caimvolve
actions created in collaboration with marginalized social groupsek public involvement in
the thematic and content development of the wArlotherartwork that thisCaseStudy focuses
on is a series ahixedmedia worls, situated in East Villagereated by a collective of emerging
artigs. This temporarpiece, entitledrield Manual: A competium of local influencevas
greatly informed throughonsultation and research with the local community, therefore | argue

that this piece can be deemed as an examgfiarsin-the-public interest,

fAs cities have become ever more equivalent and udeatities increasingly «thin€ , it
has become necessary to employ advertising and marketing agencies to manufacture such
distinctions,, (Kevin Rbins as cited in Kwor002h. Competition between cities for

international attention and economic investmert resulted in an increabeeed to market the

13



image of a place (Keard&sPhilo, 1993). Contemporary developers, private invesfmaperty
developersand governments understand that the aestheticization of space can spur investment,
raise property valueand promote urban regeneration projects to the global marketplace
(Mathews, 2010). As suchplicy makers governmental bodieand urban planners are paying
increased attentioabouthow to address the predicament of trying to ceeatd sustain a esense

of placegFleming, 2007)Art has become a key component of placemaking which calks for
creative rethinking of our connection ta place and aims to produce conditions in which art and
culture are fusedlhis idea isoftenpremised on the frontier mythat views the artist as a

solitary voice of originality and that physical spaces are empty reservoirs waiting to be filled

with meaningMathews, 201

Cameron and Coaffee (2005) suggest that the flow of capital investment from
gentrification results ithe introduction of public policies that promote the consumption of art.
CitiesacrosNorth Americahave etablished programs farovide sustainale funding strategies
for public art, such as the populgercent folPublic Artfunding modelwhich mandags thabne
percent of all new capital projects and building construction budgets go towards the
commissioninggreationandinstallation of new works of public afDecker, 2011)The Percent
for Public Artmodel reflects the notion that thets aredirectly connected to urban revitalization
and that cultural development can be both economically and socially beneficial (Creative City
Network of Canada, 2005¢anadian cities are developing public art policies that outline the
city€s plan to effectively delop, commission and manage public art processes. While cities are
leading the charge in public art, all levels of government are getting involved in finding new

ways to support the integration of arts into everyday life. Madden (2010) suggests tleat as th

14



capital powein urban economies becoméaace in global networks, they often adopt policies
that highlight public spaces in order fto symbolizethe pacified city€s receptiveness to local
and global capital; to capitalize on various sectors of thestaundustry; to contain or displace

political conflicts stemming from revanchigtlicies themselvggp.190).

Governmentsinderstand that thaulture industryimpacts economic growth and acts as a
catalyst forturning an ordinary city into a vibrantreative city. As suchcities are rebranding
themselves through economic development and urban renewal pitbjgictelebrate the arts.
Many municipal governmentpolicy makersarts organizationgusiness improvement
associations and economic developneartities are working alongside developers and urban
plannergo help raise the profile of the arts, knowing that arts can serve as an economic driver
that promotes investment, attratasrism dollars creates jobanddraws attention tarban
renewal prgects.Fashionable iplanning and development circlésgandry€42008) notionof
thecreativecity aims to promote the integration of creative thinking practices to address social
issues. lpromotes urban planning practices thiaiveto facilitate andsupport creativity by

making investments in both softdhard cultural infrastructure.

Landry(2008)suggests that creativity can be understood as fapplied imagination,, and is
now a vital form of currency in the contemporary urban landscape. According toeative city
script, it is not necessarily artists who are the sole source of creativity; rather creativity stems
from anyone who addresses issues of concern in an inventive and innovative way. He does,
however note that fcreativity is legitimizedaris, and artistic creativity has special qualities that
chime well with the needs of the idedisven knowledge economy, (Landry, 2008, p. xxi). The

rise in popularity of public art and trends in public art policy and praatieenpacted by the

15



creatiwe city discourse. As cities compete to promote their tangible and intangible assets in the
global marketplacegitiesneed to create icons that demonstrate their creativitgdr8ying
attention to the cityconically, they create rich symbolic associataiat represent their brand

that will generate social, economic and financial impacts over time (Landry, 2008).

Like Landry, Florida (2@2) also makes the claim that creativity is a key factor itding
a city€s economic succeds hisbestselling ook, Rise of the Creative Clagsloridaargues
thatwell definedinterconnections between arts, commerce and innovation can aid in the
revitalization andenewal of urban regions thattract skilled workers and strengthen economic
developmentHis idea @ the creative class is not limited to artists and includes those in f,
science and engineering, architecture and design, education, arts, music, and entertainment
whose function is to create new ideas, new technology, and new creative cori&at,p(8)
According to Floridamembers of thimewclass operate much like the bohemians and scientists
of the past, moving from city to city in search of communities that nurture their creativity,
support their intellectual freedom and foster their unique istgrénturn, the rise in human
capital thais created by high densities of skilled workers can improve productivity levels, create
opportunities for entrepreneurial ventures, increase efficiencies and draw venture capital

investment (Creative City Netwloof Canada, 2005).

Florida(2012) pays homage to theork of journalist and activist, Jane Jacatiso argues
against theop-down modernist approach to city plannitige those touted by Le Corbusiand
Robert MosesJacobs#hfluential book,The Deathand Lifeof Great American Citie€L961)
puts forward numerous suggestions on how to createfwadtioning urban communities that

celebrate and welcome social, cultural and economic diversity. She suggests that cities are

16



structures that are comprisedvaébs of organized complexity, therefore cities must adopt a
holistic approach to urban planning that embraces a diversity of problems rather than seeking to
eliminate them. Unlike gentrification researchers and social advocates who highlight the effects
of displacement as a resuolt gentrification, proponents of the creative city discoplike

Florida (2@.2), do not directly address issues of displacem\fithin the creative city discourse,

the creative claggrimarily references mwderate to higlincome earnersvho mayleverage

creative practices in their work, baay rot necessarily identify themselves as artistes

(1997) is critical of how public art is integrated into development projeaisderto attempt to
alleviate some of the social dsWweness that may arise as the result of gentrification prexess

He joinsZukin (1995) and Deutsche (1991 launching an attack against the use of art for
development purposeSimilarly, Mathews (2010) is alszautious of art being used to further

real estate development, arguing that f, if the arts are to remain a part of the urban fabric, it is

necessary to value their role beyond economic fodder, (p.672)

The Question of the€Publicein Public Art

Art inevitably introduces a myriad of political @social complexities whenig moved
from the specialized realm of private galleries and cultural institutions and into the sphdie
Considering that public aftinctionsin publicspacea variety ofsocial and politicaissues must
be taken into account and addressed in ordeafiark of art tobe accepted and utilized by the
public. Much of the discussion of the notion of public space in ralataart is rooted in

Habermas#otion of the public spher@®ecker, 2011)Habermag1974 [L964) acknowledges
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the notion that there are multiple publics who all enact differgméreences and social practices.
However, Habermagsifinition of the public sphere is somewhat limited in that it presupposes
that everyone has tharme opportunities to freely participate in decisioaking process and

open debate, whicis not always the case.

Hein (1996) proposes that public &ronly public by finguistic courtesy, Issues often
arise because the general public is excluded frecstns around the siting of works of public
art and the majority of urban spaces that display public art are, in fact, highly controlled
privately-owned spaces. Yet, the problematization of the notion of the spublic€ in public art
extends beyond privatmmmissions and into the civic sphere. Often decisions around publicly
funded civic art projects are made without any community engagement or participation from the
community beyond a board or jury of citizens who areggiected by city officials to sedethe
work. So, if it is not the space or the processes behind a work of art that makes it public, what
does? Lippard (1997) suggests that public spaces are made public by the people who actively use
a space and how it is utilized. It has also been arthsggublic art, especially works that evoke
controversy and debate, enliven the public by spurring civic debate (Hubbard et al, 2003) and
that t is the public debate that becomes the work of art rdttzer the public experience of a

space (Michael Noin, as cited in Hein, 1996).

Smith (2002) suggests that gentrification has now morphed to become an international
strategy that is used l®gonomic development agencies and governments competing for skilled
workers.Cities are competing for talent and atien and, as such are making substantial
investments in building flagship cultural centres and museums by internatiosratiyvned

architects and integrating public art and cultural amenities into the urban landsazpend
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Solga (2009) question thelics underlying the creative city discourse, suggesting that it f,
embraces diversity only to obscure the inequalities, ambivalences, and outright hostilities true
difference brings,, (p.42)They suggest that the creative city discourse disregardatchpdople

can never occupy public spaces in neutral wakisir case studgf urban regeneratidooks
critically at how developedriven projectftenco-opt the experiences marginalizedyroups

in order to produce a city based on Florida€&Zp0ision of a trendy, hip and creative city.
Highly critical of Florida€s position, Levin and Solga suggest that the creative cityfsahpt
marginalizeghe publicthat they aim to fcelebrate.,@¥eham (2005) suggests thiaban
planningwithin thecreative cityscriptoperates like a choreographed spectacleathdbrses an

unrealistic facade, rather than reality

Gentrification and the Arts

The definition of sgentrification€ has been evolvawgrsince the term was first coined by
sociologist,Ruth Glasswho wrote about the social and economic shifts taking place in London€s
working-class neighbourhoods during the 1860nLondon ChangesGlass (1964) warns about
the impacts of the gentry€s investment into leimeome districts, suggestingdt the investment
into residential property inevitably results in shifts in the demographictetidd tathe eventual
displacement of loweincome residentgarly definitions of gentrification werprimarily
focusedon inner city residential rehabiltian, buttoday, definitions of the term contint
widento include a multitude of processes afadiouskinds of urban renewal arownfield

development projects
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Setting out to define gentrification becomes a complex task, as the term is oftemlpolitic
and ideologically charged dependingitsorigin (Lees et a2010). Those who have a vested
capital interest in the increased economic activigt eirises from gentrificationill undoubtedly
have a different comprehension of the process than thlosare displaced as a resultlo#
processThe field of gentrificatiomesearchhas been the site for theoretical and ideological
debateor yearsand the terngentrification has become a contested Aty word, in some
circles(Smith, 1996). As such, we are currently witnessing a growing trend to replace the term
with less controversialescriptorssuch asenewa) revitalization, regeneration and renaissance.
The replacement of this term aims to redirect attention away frenssues of class relations

and displacement which have become symoous with gentrification (Maews, 2010).

Beauregard2010 [L984) calls for a wider and more a#éhcompassing definition of
gentrification, warning that we must try to avoid a simpl@gniteon of a complex and chaotic
phenomenon. He argues that there can be no single definition or theory of gentrification, only
ftheoretical interpretatiopghat exist as part of the overallcsal formation Smith and Williams
(2010 [1984) suggest thahe visible reshaping of the urban landscape that takes place through
gentrification are the result of political and social forces present in late capitalist societies which
are often hidden out ofght and proposthat f, rather than risk constraining aur understanding
of this developing process by imposing definitional order, we should strive to consider the broad
range of processes that contribute to this restructuring, and to understand the links between
seemingly separate processes, (p.Ibprderto reveal the hidden forces at play, the definition

of gentrificationshould extendbeyond discussions of real estatet@ompasa host of
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economicand physical changes, as well as the social and cultural processes taking place within a

specific locale.

Until the 198@, gentrificatiorresearchn North America was predominantly concerned
with thetransformatiorof existing residential neighbourhoodut asdevelopers began to
understand that profit could be made by selpngducts based on placthegentrification
process began to open up to include other types of buildings and built forms, such as post
industrial warehouseonversionsandthe reclamation abrownfield developmest(Zukin,
1982).Prior to World War Il in North America, major industaypd manufacturing sectors were
located within urban centres and homese built nearby to houskilled workers and
labourers. Now that manufacturing has all but disappeared froringlssitrial city centres and
the blue collar labour market has beenaeptl by white collar workers, there has been a marked
shift away from the sphere of production to a concentration on consumption activities. Ley
(1978) suggests that today, f, the values of consumption rather than production guide central
city land use dasions, (p.11) and the movement of wealthy urbanites into new neighbourhoods
results in an increased demand for restaurants, entertainment venues and luxury stores, which

thereby change the social and economic fabric of a neighbourhood.

Smith (1979 regads gentrificatioras fa back to the city movememgferring to the
movement not only of people but of capital and economic investment in the built environment.
Theflow of capital generally results in shifts in the demographic makef a neighbourhood
the direct or indirect displacement of the poorer anepprerified residents who can no longer
afford increased rents or the raised property taxes. Often industrial buildings are transformed into

living spaces and shops that cater to a more affluentiozgrsbase, thereby further decreasing
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accessibility to the poor and pgentrified population. Gentrification generally results in a rise in
property values, increased rents and higher tax yields, making it difficult fevbaye earners to
continue to afbrd to live in the ared&vans (2003) suggests that a location alone does not have
the ability to attract interest anals suchcities must generate new symbolic associations and
construct their brands for international appé&atoday€s global econonuities are actively
competing for economic and social influence on the international market and they, therefore,

have a vested interest in managing their image to attract tourists, new residents and industry.

Urban areas that haeehigh density of artistprovide vital networks for experimentation
and creative social interaction and their presence in a neighbourhood is often seen as a vital
component in urban revitalization and regeneration initiatives (Ley, 1996; Mathews, 2010;
Miles, 1997; Smith, 199&Zukin, 1982). The reasons that artists tend to settle in-ityer
neighbourhoods are varied; they could be attracted to the social diversity of wadssg
communities or the proximity to galleries and a customer base. Artists are also drawn to the
avdlability of affordable rental properties and the allure of older buildings andimpasstrial
spaces in historic areas of the citytists are ofterconsidered to bérst stage gentrifiers,
establishing a presenceimmer-city working classieighbourleods and posndustrialarea long
before it becomes desiraliteinvestorsand middleclass residentd ey, 19%). Ley (2003)
positions fthe roles of artists as agents,amstheticisatioas a procegs(p.2527) in
gentrification and argues that théateonship between artists and gentrification, while not
necessarily inevitable, is common. Middle class;lkedining professionals may share the artist€s
propensity for authentic city spaces and opt for the consumgtiented lifestyle offered in pre

gentrified areas of the city (Zukin, 1984 ey (2003) suggests thatanyprofessional urbanites
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similar to artists, f, are indifferent to the charms of suburban life and have stretched an

alternate topography of meaning across the space of the metrqpd40).

Zukin & Braslow (2011) suggest therfanticipated consequences of unplanned or
naturally occurring areas where artists warkllive are higher housing pricesoreintensive
capital investment, and eventual digi@ment and gentrificatior(p.131). The flow of capital
often follows artists, eventually displacing both the artists and the original residents of a
neighbourhood. Both Zukin (1982) and MilB0(L0 [L983]) draw connections between the
manufacturing of meaning through the commodiiien of culture and gentrification processes.
Displacement as a process takes many forms and can be experienced both directly and indirectly
(Davidson & Lees, 2010pisplacements not necessarily only tietd theexactmoment of
relocation from a partiglar place and¢an be understood as part of a psychological and emotional

loss of assense of place€.

Gentrification research constructs artistenany different ways. They aportrayedas
fvictims and aggressors; as vital in the (re)construction oé jpiienitity; and as useful
intermediary tenants in catalyzing change in underused or vacant spaces in the urban fabric,
(Mathews, 2010, p.672)Vhere the arts are used to draw investment, artists are used as fbridge
gentrifiers, to help naturalize changeudn, 1995) and to refocus the attention away from social
issues that may arise from gentrificatiéwmtists are often romanticized for their readiness to live
in marginal areas of the city, yet they can also be politicized for contributing to the eventual
displacement of lower income groups (Mathews, 20&6)ith (1996) notes that fthe social
meaning of gentrification is increasingly constructed through the vocabuldrg &bntier

myth..., (p.11) and, as such, rhetoric likdbanpioneers, homesteadeand settlerss regularly
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appropriatedy gentrificationdiscourseArtists are often referred to asban pioneers and real
estates the f, wilderness to be recaptured ataimed, (Beauregard,986 p.12). Artists
become actors in the frontier myth; theidturalactivities cultivate th@hysical and symbolic

landscapén which they live.

The Bilbao and Millennium Park Effect

Bilbao, a small port city located in the northeast corner of Spain, was once a deteriorating
industrial centre, wrought witkocial instability, economic depression and staggeringly high
unemployment rate$’(aza, 200Y. In an attempt to remedy some of the issues facing Bilbao, the
city instituted a redevelopment plan that included strategic investments designed to improve
public transportation, reduce pollution, increase economic diversification and promote cultural
activities. Arguably one of the most impactful developments was the construction of the iconic
Guggenheim Museum Bilbg@&MB), designed by worldenownedCanadiarAmerican
architect Frank GehryUpon completion of the GMB in 1997, the small city was immediately
catapulted into the international spotlight, prompting the New York Times to announce that

Bilbao had become a pilgrimage site for arts and culture entraivisschamp, 1997).

Hotel rooms and restaurants began to fill up and tourism to Bilbao skyrocketed, giving a
muchneeded boost to the local economy. The museum was able to recoup construction costs
within the first three years of operation from visitoesgding and despite its modest permanent
collection, the museum now welcomes over 1 million visitors each year, with 50 percent of

visitors travelling to Bilbao from abroadi{cklethwait, 2013).The economic impact that the
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iconic museum construction had the branding of the city as cultural hub did not go unnoticed.
Now referred to as The Bilbao Effect, contemporary cities are looking to Bilbao as a prime
example of how cities can turn around waning economies and boost a city€s public profile. As
such, diies around the world are building iconic structures in the hopes that they can plug into

the same successes.

In 1997, the same year tHaMB opened, the mayor of Chicago looked down from an
office tower upon an unsightly parking garage and railroad crg$kat cut through the heart of
the city and contemplated what that space would look like transformed into a park. One year
later, Mayor Daley had joined forces with John Bryan, the former CEO of Sara Lee Corporation,
to officially launch a plan for thedkefront Millennium Project. The antlaus plan would
transform24.5 acre of nondescript urban lanohto a bustling public park, complete with
performance spaces, woitthss public art works and green spa@danagan, 2008)Since
entering the mayorglosition Daley had demonstrated a public commitment to the arts and
Bryan, knew that a focus on the arts would be something that he could convince ‘meeexdl
network to support. Daley and Bryan formed a puphizate partnership (P3) to divide the
responsibility and expenses between the city and corporate interests. The City of Chicago
committed $270 million to the project and the team was able to generate $240 million from

private sources (Flanagan, 2008).

Frank Gehry was commissioned to design thisimpavilion andn 1998, Bryarculled
together arts professionals and administrator to theMillennium Park Selection Committee
Despite many attempts, the Selection Committee could not come to agreement on the kinds of

public art they would commissn, so Bryan turned to theurator of Modern Art at the Art
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Institute to assemble a list of wontdnown artistsUItimately, Bryan asked Jeff Koons and
Anish Kapoortwo internationallyacclaimed artists, to submit public art proposalts closed
compettion resultedin thecommissiorof Kapoor€sconic piece,Cloud Gatecommonly

referred to as *The Bean€ 8#3 million (Flanagan, 2008). The other emblematic public
artwork, Jaume Plensa€sown Fountain was privately commissioned by the Lester Crown
family, at a cost of $17 million (Flanagan, 2008yown Fountainwas not selected with any
input from Park officials, community members or the Selection Committee, rather it was the
Crown family whorantheir own competitionThe family wagersonallyinvolved in all aspects
of theproject from design and installationeéagineering and construction. With its ominous
monlithic stature, glaring LED lights, ar@hricaturelike faces that spouts water, the plans for
the piece was originally met with harghblic criticism. Opponents felt that it might turn the
Park into Times Square or Disneyfy the area. This sort of criticism would most likely have halted
the project had it been publiefunded, but since the decisiomaking process and funding were
in thehands of private investors the project went ategadvay Today, mth Cloud Gateand
Crown Fountaincontinue tareceive millions of onlookers each year and are adored by the

citizens of Chicago.

Millennium Park not onlichanged the way that Chicagoans &dout themselves, it also
gave the local economy a significant bo&hnce opening in 2004, the economic impact that
Millennium Park has had on Chicago is staggering. An estimated 3 million people visit the park
each year and it is projected to genergi@o $2.6 billion in revenue from visitor spending
between 2005 and 2015 (Flanagan, 2008). Sales at nearby restaurants, theatre, retail stores and

hotels are booming and the real estate market in the surrounding area is expected to continue to
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rise steely, by $1.4 billion through t02015 (Flanagar2008. While the park€s original Master
Plan was budgeted at $150 million, theerall finalprice tagwas a staggering $475 million
(Flanagan2009. Despite cost overruns, the City of Chicago maintaineari¢snal budgeted
contributions and the remainder of costs were borne by the deep pockets of the private donors.
As a result, the budget for the park did not become a point of political controversy for public
citizens and tax payers. Had it not been @@ats a P3 project, the overspending would have
undoubtedly resulted in a massive scandal, which commonly occurs in publiatyissioned

public art programsThe fact that Millennium Park was sgb asP3 pojectwas criticalfor its

success and is reshag public artcommissioning and practices. As a resilthis partnership

we are seeing an internatiotignd towards privatelunded public art projects.

The Millennium Park Effect helps explain the attractiveness of bringing iconic works
created byestablished artists and starchitects to cities across North America. A concern that is
often overlooked in discussions around a move towards a privatized funding model for public art
is the way in which the public at large is left out of the discussidrdanision making process.
Public art that is instituted on a municipal leViéde through thePercent folPublic Art
programspftenendeavours to involve the publit some aspects of the decisioraking
process. While the community engagement and dtatisun in municipallydriven public art
processes are not always successful, the switch to a privatized public art funding model leaves
the aestheticization of public spaces in the hands of private corporations and individuals. Another
concern that arisdsom the privatized model was articulated by Gregory Knight, Chicago€s
Deputy Commissioner/Visuals at the City of Chicago€s Department of Cultural Affairs, who

suggests that since Millennium Park was bhidt has found that it is becomimgreasingly

27



f, more difficult to introduce indigenous ideas and projectsat@tChicago focused€ and to
avoid (the pressure of) taking on projects theate been done in other citjgsited in Flanagan,
2008, p.147). Thiong-termimpacs of excludinglocalized voicesanda marked shift to focus

only on iconic piecedy internationally recognizable artisise only beginning to be felt.

Calgary Context

Calgary is lome to the second highest number of head offices in Camatlaasecome a
booming economic anblusiness huliCalgary Economic Development, 201R)is a new city,
trying hard to reinvent its seifnage andyrowing at an unprecedenteste.Calgary has not been
immune to lure of th8ilbao andMillennium ParkEffect and is actively integrating icani
structuresnto the cityscapé the hopes of becoming a creative citiie federal government
selected Calgary to be the 2012 Cultural Capital of Canada, solidifying the city€s commitment to
the arts and culture through a large financial investmengant the small city some national
creative clout. Sinceeal estateélevelopment and capital investment is boomim@algary the
city is witnessing anajorboost inpublic art @mmissionsWhile the City adheres to its own
Percent for Public Art fundingtrategy for its own capital projeciwjvate developers a@so
taking advantage of theity€s DowntowrDensity Bonus Systemvhich grants developers
additional density in exchange fotégratingimprovements and amenities, such as publictart,

theurban environment.

Trends ininternationalurban planningirclesthataim to create more livable and

sustainable cities are also beginning to infiltrate into Calgary. Since the 1950€s Calgary has been
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spreading outwards, designing its neighbourhoods and commubasesbn carcentric
suburban lifestylesThe longterminfrastructure and maintenancestsassociated with this
suburban expansion are only beginning to be feltthednvironmental sustaability of such
lifestyles is now being brought into questio®ne of the objectives set out in 2@09 Calgary
Municipal Development Plais to strike a balance between the building of new greenfield
developments ante intensification ohigherdensity developnent in established communities
through the introduction of townhomessfilts, condominiums and brownfield conversiods
such, we are seeing an increase in new public adduted intaareas of the downtown coaad
surround neighbourhoodgke East Calgarythat are being redevelopadd densifiedPrivate
developerslike TORODE and the Calgary Municipal Land Corporatrdmo arehighlighted in
the followingCase 8udy, understand that the creation of livable and walkable spaces that are
aesthetically appealing make their real estate projects oeseablgo potential investors and

innercity dwellers.

Similarly to Chicago,Calgarynow boasts two of its own Jaume Plensa pieces. Unveiled in
March 2013 WonderlandandAlberta€s Dreanwereprivately-commissioned by Encana and
Cenovus for the plaza of therew 58storey Bow tower. The public artwork was big news
across the country, with the Toronto Star suggesting that the work by the Spanish artist has
helpedCalgaryfinally fcome of age,Hume, 2013 Newly commissioned public artworks and
landmark buildings in the East Village are also helping to transform derelict parts of the urban
landscape into cultural hotspoie Calgary Stampede even has a public art committee, which
helpsintegrde public artinto the Stampedergunds, as well gsublic sites around downtown.

Rumors abound thanhatherlocal developer has been in discussions with Anish Kapoor about
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commissioning a public artwork piece filveir new office tower projeciThe competive nature
of thenew constructiomnd real estate developmemiCalgary€slowntown core is pushing

developers twie for big named artistto create works for theprojects

While the city is currently witnessing substantial investments frorpriliatesectorin
public art, he City of Calgary also understands the economic and cultural istpattandmark
architecture and iconic works of public aring. The Cityalsonow owns gedestriarbridge by
world-famousSpanish architect, sculptor andustiural engineeSantiagaCalatrava Despite the
fact that this publiciifunded project became a site of contention for tax payersgtire
celebratedridge has become an icon for the city€s vision of the fuwrer. the years, the City
of Calgary hascquired a substantial Public Art Collection and @96, the City identified a
need to create systemto manage thethousand®f visual assetm its collection In 2003, City
Council approved the decision to draft a PuBit Policy (City of Calgary2014a) and in 2004
Council implemented the Public Art Policy f,to pursue the integration of public art in the
cultural fabric of Calgary, recognizing public art as a vital ingredient in Calgary§sirog

development as a great, creative city, (City of @ayg2009,p.1).

The City of Calgary€8orporate Public Art Policwasfoundedon international best
practices and included the Percent for Public Art strategy to provide funding for the
administration, acquisition and management of public art projectafotal projects that exceed
$1 million (City of Calgary, 2014)These funds, which are mainly restricted to the capital project
budget are managed by the Business Unit responsible for the pr&chh Business Unitorks
closely witha coordinator fron the City€s Public Art Programwho isresponsible fothe

coordinating thedjudication and selection procedghe public art componerds well as the
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managemenitommunicationmaintenancand administrative detag of all City fundedpublic

art projectsUnlike the private commissioning process, the structure of the City€s Percent for
Public Art strategy is restrictdd new capitalnvestmentthereby making it fairly inflexibland

more susceptible to public criticisrBince the prgram is tied to capital projects,

neighbourhoods experiencing expansion of services and infrastructure are receiving a majority of
the cityfunded public art projects, whereas older areas wathdevelopmenteceive minimal

support thus increasing theoatial inequality of the program€s distribution across the city.

Current international best practices dictate that investments in public art should be integrated into
the design process and construction of all new capital projects. Therefore the prégeaitie o

art increases in times of economic boom, when building and construction is prevalent. The larger
the scope and projected budget of the project, the higher the price tag for the public art

components.

Similar to most other public art programs across North America, Calgary€s Public Art
Program is familiar with some of the controversies that emerge when public funds are spent on
art.In SeptembeR013, City of Calgar§s Department of Transportationveiled a $47,000
public art project, entitledravelling Ligh (City of Calgary, 2014b)The site-specific piecavas
installed on along a relatively natescript highway overpass and was commissioned as part of
the 96 Avenue NE Extension and Interchange UghgRroject (City of Calgary, 20148)he 17
metre highcircular steektructure, commonly referred to as *The Blue Riwgg€ aesigned by
Germandesign group, inges idee, and fabricated by Calgased custom construction
company, Heavy Industries. As spasTravelling Lightwas unveiled, it immediately sent

ripples acros€algaryand here wasnasspublic outcry about thpiece€®ddlocation,
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exorbitant price tagybtuse visual desigand lack of community engagement and consultation.
Despite the fact tha0 percent of thpublic artbudget went to local businesses to cover the steel
fabrication, electrical, engineering, project management and installers, the public was
disappointed that theelected commission went to an internatiarébt, rather than kacal

artist. Considering that the piece was unveiled during a municipal election, the debate
surrounding the publicljunded piece picked up steam in the meelentually garnéng it

national and international press.

As a resulof e The Blue Ringdebacle, a Notice of MotiofNM2013-34) was presentely
Councilon Decembef6, 2013,to reviewthe City€s Public Art Polic{City of Calgary, 2013)
In May 2014, City Council voted to adjust the one percent allocated for publicaaslithng
scale between one and 0.5 percent with a cap of $4 million per project (Markusoff & Wright,
2014). Council also recommended that the city be allowed to accept private donations for public
art projects, spend public art dollars on heritage resborand adjust the definition of att€
include functional pieces, such as park benches (Thompson, Zb&dgxample of the
controversy surroundingravelling Lightand resulting City Council decisiaepresents the
precariousness thRublic Artprograms across North America are faced with tod&ypport for
publidy-fundedart projectss decreasinghereforereliance on privatized dollars for public art
projectswill continueincrease. As morpublic artworks areommissimed through private
sources, welkstablished public apgracticesandprocesss such as jurieselection committees
and community consultaticare not necessarilyeingas rigorously applied and timetion of the

spublic€in public artis brought further into question.

32



CHAPTER THREE: METHODOLOGY

Introduction

To achievany research objectives, | conducted eight setnictured interviews, as well as
ongoinginformal interviewswith stakeholders and community members. My fieldwork included
the review of archival materialpplicy andplanning documents, media accounts, press releases,
as well ascommunication and marketing materialsnsidering thathis studyrevolves around
the exploration oplace and, specificallypublic art inlocated within a specific localéspet a
considerable amount of time in the field, aooaserver residing in and walking about the area
Integrating walking practices, sensory observation and visual methods into my research process
helped me to forge my path of inquitMy in situ exgorationswere instrumentab thestructue
of my interviews andheframing of my analysisof how public art is interconnected tioban

renewal and revitalization processesast Calgary

The following chater introduces the methods | em@dyto conduct my interdisciplinary
research and highlights some of theoretical ideas associated with these practices. It also outlines
my data collection process, along with some ofdapygortunitiesand challenges of working with

these methods. The fingéctionintroduces the path | took to construct my Case Study.
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Extending Ethnography

Ethnography has been defined as a method or set of methods that finvolves the
ethnographer participating, overtly or covertly, in people's daily lives for an extended pi
time, watching what happens, listening to what is said, asking questiofact, collecting
whatever data are available to throw light on the issues that are the focus of the research,,
(Hammersly & Atkinson, 1995, p.1Emergng out of nineteeentury anthropology,
ethnography was traditionaltiie study of a culture or community conducted by Western
researchers who came from outside the cultures they were studying and saw themselves as
separate from their subjects. The rise of a social cotistmism challenged the notion that

culture can be studied objectivddy taking apurely scientific approach (Walsh, 2012).

Distinguished by its tendency to fawdoricolege, blur boundaries and-@ente authority,
postmodernisnshookthe epistemologicand ontological foundations of modernist ideas and
continues to ricochetcross the academic landscaWith the advent of postmodernism, the
social sciences hawmen undergoing ecrisis of representation€ and questioniingodernist
sways of krowing€which isresulting inmanyresearchers recogimigy the implausibility of
collecting and reporting data from an unbiased perspective andireflenthow they are
personally implicated in the research process. As such, there is a mounting interest in
conemporary ethnography to offer versions of reality that areag,loyal as possible to the
context, negotiations and intersubjeciesgtthrough which the knowledge was produced, (Pink,
2010, p.18). Interpretatiorand reflexivity have becomparamountoncers to ethnography and
how knowledge is created, reproduced and represented is frequently taken into account when

constructing cultural scripts.
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This study does not presume to be a pursuit of a singbjactivereality or quantifiable
truth; rathed have framed my inquiry asreflexiveand interdisciplinarynvestigation.One of
mostthe fundamental aspects of ethnography is stilldhservatiorof everyday situations in the
field. With that in mind] have attempted to incorporate the visaaidal, spatial andactile
experiences that | encountered while moving around and engaging in trenfikédpresent
snapshatof my experiencethroughmy observationsWithout a doubt, ambining multiple
methods andnhoving across disciplinesan bea conplex and messy undertakinigperefore |
adhere to the notion that fthere are multiple standards for understanding the veordd ,
therefore diversity and contradictions should be incorporated within research accounts, (Spicer,

2012, p.485).

Place and Spae in Ethnography

Notions of space and place have been intrinsically linked to ethnographic practicetssince
emergencein the nineteenth century. In their bodlacating the Field: Space, Place and Context
in Anthropology Coleman and Collins (2006) suegj that fspatial metaphors have formed a
good portion of the sgrounds€ on which ethnographic descriptions and theoretical assumptions
have been based, (p.5). dihargument isupportedy the prevalence dhe sheer number of
spacerelated ethnographietms that ppulate the discipline, such aie, landscape, field and
ground.Urban social research conductadhe first half of the twentiethentury by the Chicago
School solidified the notion that cultural practices and social structures are determined, in part,

by the physical environment (Hammersly & Atkinson, 2007). Ethnographic methods should
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therefore engage in a f, theory of place angaxe that can engage with both the

phenomenology of place ancketpolitics of space,, (Pink, 2009.23). Consideration of how

spaces and places contribute to the construction of culture can be valuable to the ethnographic
process and conducting researchkhia field can help a researcher gain insight into how their
subject is entangled in the construction of that plHqaace is central to our understanding of

how we exist in the world, than ethnographers should also be aiaog their presence in a

place and research methods are entangled in the construction of those places.

In the mid199G8, social scientists and geographers began to rethink how they approached
their understanding of and relationship to notions of space and place through what is no
referred to as the spatial turn (Massey, 2005; Soja,; M¥8%f & Arias, 2009. As a result of the
turn, space is no longer simply considered to be a fixed, physical, stable territory relegated to the
marginsof academiaRather, the spatial turn suggetiat space is an evolvindynamicand
discursive practice that plays a central role in the construction of sealgiesand cultural
interactiongWarf & Arias, 2009) Discrepancies between the terms space and plasdll
widely contested todayyith some theorists have abandoning the use of the word space
altogether when discussing social account® terms are often used interchangeabljich

continues to cause inconsistency in many theoretical texts (Kirby, 2011).

DoreenMassey (2005) suggts that space is always under construction and places can be
understood to be the collections of stories and enunciations of the power relatidvagp ffeat
within a particular location. Places arsnses of pla€are constructed as people invest losale
with emotional and symbolic significance and where stories, histories and expegengerge.

Casey (199pproposes that the constructionagdlace is also a continuous process and series of
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events that unfold over time which are bound to people exprrs. Massey (2012) suggests that
these emotional tie® places do not emerge organically, rathbeytare the product of relations

and interactions, both within the place itself and more wjdglyiii) . She suggests thegense

of placeEcannot bainderstoodvithout connections to anthfluences fronother places and are

rarely singularin her book,The Lure of the Local: Senses of Place in a Multicentered Spciety
Lucy Lippard (1997) suggests thatsense of pladgcan be used as a technique éiphthose

who do not feel that they belong in a place feel that they do, even just for a moment. Establishing
a sense of place and a sensitivity to place can be benegcailise it can provide much

needed connections to what we call snature€ and tisoese to cultures not our owifLippard,

1997, p.33).

Today, policy makerglannersand developers are payimgreasd attention to how they
can address th@redicament ofrying to createand sustain ssense of plad&Fleming, 2007).
The synergisticelationship between ethnography and place can be particularly relevant to the
study of public art, which is often born out of a desire to undertakss#eific placemaking
initiatives. Placemaking is a term used by urban planners that denotes a are#tin&ing of
our association with a place that has the potentimhtesform a physical environment from a
space of alienation to a place of meaningful connecBablic sculptures and monuments may
commemorate an event or time in history, portrayriiutopian visions of a place or aspire to
generate an aesthetic experience, intellectual exchange or emotional connection. Regardless of
the intention of a public artwork, | argue thiatintegration of public art into infrastructure and
urban developnrd projects can be viewed as a delibeedtempt toconstruct a ssense of place€

through culturaplacemaking initiatives.

37



Gaston Bachelard (1994) suggests that we cannot remdiiifierent to a place, once it
becomedived in, experienced and enters a person€s imagin@tar.the course of my
researchmy understanding of the physical spatiest | was studyinghifted andny emotional
connection to the place and the artworks themselves profoundly changed ancd:de®epan
result of my embodied interactions, my attachment to the communities which | studied became
entangled in the placemaking procasslhelped me t@stablishmy own uniquesense of
placeE My interpretations of how the physical and cultdeatainwas reshaped throughe
introduction ofpublic artin the places that | was studyings extended throughe deepening

association$ hadto the historical, political and economic landscape.

Attending to the Senses

Thedominance of vision over the @hsenses dates back to the Renaissance and
contemporary Wsternsocietystill generally favours vision over the other genses (Rose,
2012). Howeverattending to how all the senses work together in tandem can provide a fuller
representation of a livingulture. There iscurrentlyagrowing numbenof researchers who are
extendingethnograpi by paying attention to embodiegensoryexperiences of the field (Pink,
2009).In Landscapes of the Min@®ouglasPorteoug1990)suggest that people come to
identify with assense of a pla€through the experierdti interplay between the senses and
guestions the dominance of vision over other senses, such as smell and sound. Pink (2009)
proposes that the senst®uldnot be understood iseparation from each othandare

mediators of experience. Ethnographers can, thereforejrnggt intoa place and people€s
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experiencedy attending tdheir sensegHowes, 2006)Taking a multisensory approach to space
frecognizes the interwovennegobjects, texts, images and technologies in people€s everyday
lives and identities,, (Pink, 2001, p.6Bensory practices inform our perception and

understanding and, therefore, must be accounted for in the desigraatidepof ethnography
(Pink,2011)and research of visual artifacts, such as public art, should be guided by the fact that

images and material objects are experienced in multisensory environments.

The field of sensory ethnograplsexperiening growing pains, with criticisms emerging
from both within and outside the field of anthropology. Some scholars are questioning why there
has been a sudden rise of interest in sensory ethnography, while other academics are skeptical of
whether sensory ethgoaphy is even a nemethodat all. For example, Atkinson (2005)
suggests that the increased interest in sensorial experience is simply a reaction to the rise in
fragmentation between ethnographic methodologies. Pink (2009) suggests that sensory
ethnograpk simply builds on and rethinks late twentieth century approaches to ethnography.
Echoing her sentimenyjurdley & Dicks (2011) suggesitat fethnographers have often paid
insufficient attention to the range of multimodal/multisensory resources at gaitimgs, so the
current reclaiming of the importance of alamguistic phenomena is an important extension,
though not, admittedlya departure, (p.2845ensory data was an important element of my data
collection process and while it semg@thnographyvas not my sole methodologmy decision
to attend to sensory experiendeghe field wa a deliberate attempd deeperand enrichmy
understanding dfiow public artoperates within the physical spaces and social terrain we |

studying
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The publicartworks that Focus onare primarily visuallybased worksSimilar to other
kinds of visual media, public art contaisymbolic markers that can help viewers identify,
interpret and deconstruct a work of art by looking at it. As a researcher, | am able collect data by
visually observing the style, form, material composition and subject matter, thereby helping me
to attribute the artworks to a particular genre, artist, movement or time in history. That said,
public art is unique in that it is often sipecific and innately interconnectedtie physical and
social landscape in which it is located. Even if a work situst@docationit wasnot created
for, or fundamentally connectéd a place, its mere presence in the particular location effects
people€s experience and understanding of that place. To gain a fuller understiinovmg
work of public art functions in place and its influence on the social environment, | decided to
move beyond visual analysis to attend to the sensory experiences of being in those places. While
sensation is central to human perception (Casey, 1996; Medaty, 2002), ssense data€ must
be laid over an existing body of knowledge. Perceiving variances in weather, ambient smells and
acoustic soundscapes helped me observe how these sensory experiences intersected with my
ongoing research over timehis sensorial layering of data assistedtmestablish a personal
sense of place and gain a distinctive feel for the place itself. Over time, my embodied
experiences in the field became integral to my understanding of the cultural contexts of the

artworks and how they function within the landsesiphat they are situated in.
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Research on Foot

| walk a lot..] walk to go places, but more often than nainhply walk to explore, to
balance my thoudh, give myself the space to breathe amelxperiencany surroundings. As |
walk and move throughpace, the world unfolds before raed | am able to fweave places
together,(de Certeaul984. Solnit (200) refers to walking as," a mode of making the world
as well as being in it, (p.29).&v approaches to social research sffexvel opportunities to
explore a subject and generate new Kieolge In 2010,Visual Studieassembled a special issue
focused on how the practice of walking is being taken up as both a theoretical framework and
methodological practice across academic disciplines. The guestaafithe publication argued
that walking should be considered,a fentral means of both creating new embodied ways of
knowing and producing scholarly narrajPink et al., 2010, p.1).eeandingold (2006)
suggest that the incorporation of walkingoiield observation enables researchers to participate
in embodied interactions with both their subjects and the environment. The kinesthetic
experience of walking can open up a researcher to fuller sensory understanding of a place

through new sensoriakperiences and unexpected encounters in the field.

Massey (2005) writes that fto travel between placesnsve between collections of
trajectories and to reinsert yourself in the ones to which you relate, (p.130). By being in a place
and moving around, a researcher becomes part of the story and is able to bggetéo
together the storiemnd cultural narrativethat make up a placé&notherstrength of
incorporating walking practices into social research can be understood through Margaret
Rodman€sotion of multilocality. Rodman(2003)suggests that we should seek to funderstand

the construction of place from multiple viewpoints, and that fa single physical landscape can be
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multilocal in the sense that it shapes and expresses polysemic meamlage dbr different
users, 0.212). Being on the ground in a location is an important aspect of ethnography and
moving around a field of study can assist a researthigame their understanding of people and

places or how they are networked.

Ingold (2006 suggests that places are not fixed and stable locations, rather places are
created through movements along pathways. As people travel along these pathways, various
events and experiences unfold along the route, intersect and become knotted withtbthays
of experience.Flaces, then, are like knots, and the thread from which they are tied are lines of
wayfaring, (Ingold, 2011, p.33He refers to this process of entanglemernfnaasshwork, a
term borrowedrom Henri Lefebvre (1991), to descriliee networked patterns of events and
experiences that coalesce to create places. Ingold€s concepts echo Michel deCerteau€s thoughts
on how the everyday practices of walking can create places, suggesting that the act knits places
together and f,pedestrian mvements form one of these sreal systems whose existence in fact

makes up the city§1984, p.97).

Walking alone and observing how the landscapes change over time can help produce
deeper associations with a place. Lippard (1997) suggests that the meditatikinesthetic
action of walking f offers an unparalleled way to open oneself to the espirit of place€ and to its
subterranean history, (p.17). Walking alone can offer aftvia experience. On one hand, going
for a stroll can enable you to take in gights, smells and soundéyour surroundings in a
detailed way, while on the other hand, it can also be an inrtuanthg and reflective activity.
Unplanned meandering and psychogeographical explorations can lead to serendipitous

encounters that can Ipetesearchers discover new sites, perform different ways of being in a
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place and forge new research paths. Situationist Guy Debord (1956) refers to the experimental
practice of wandering aérive or drifting, and suggests that playful unstructured joysne
through the urban landscape can provide opportunities for unexpected authentic experiences and

the development of subconscious connections to a place.

Walking with participants during ethnographic interviews can also introduce unique
opportunities tonteract with research participants in new ways. Lee and Ingol@)point to
Clifford Geertz€s seminal 1973 ethnography of Balinese cockfighting to illustrate how moving in
the same direction as your participants can help break down walls betweenersaadc
subject. They note that it wasn€t until Geertz physically ran away from the police during an
illegal cockfightalongsidethe Balinese people, that he was able to gain their trust and
confidencelee andngold (20@) suggest that rather than conftimg participants faceo-face,
walking with participants anfl, heading the same ways, sharing the same vistas, and perhaps
retreating from the same threatsyablesthnographert open up new lines of communication
and opportunities for interactiohconducted interviews in situ with three of the artists
responsible for creating public art in East VillaBg.conductinginterviewswhile walkingwith
a selection of my participangsound the East Village sjtewas able t@ain indepth insight into
theiconography of the work, while also learning about howatti@rasintrinsically connected to
thelocd environment As | walked alongside the artists, they told me stories about the location
and we interacted with thgublic artin a tactile way. Ossite interviews also gaveethe
opportunity towitness how the artistateracedwith other people and the environmental
elementsn the spacewhich also helpetb reveal hiddemarratives about the site and their

relationships to it
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In addition to coducting interviews on foot,alsowalkedextensivelyaround my field
study throughout the duration ofethroject. In factjt wason along and meanderingalk to
establish my bearings in my new neighbourhood that I first encountered Opperbeinitésb
Root Out Evil whichultimatelylaunchedhis researchnquiry. Over the wee&k and monthghatl
spent living in E&st Calgaryl expandel my exploration®n foot and began to piece together
howthe fabric of the communities and how thevelopmenprojeds werelinked to the presence
of these artworks. As | habitually travelled down certain pathways, my understanding of the
topography deepened aaden seemingly insignificant places, whishgé (1995) refesto as
fnonplaces, began to take on new meagiAs | expandedny explorations arounthe
neighbourhoods anak | unearthedew social and cultural connections between the places that |
was studying aththe artworks situated in them, the naaces eventually transformed into

places filled withmeaning.

Asking Questions and Having Conversations

Another important component of my research weasskquestions and haconversations.
| conducted eight senstructured interviews with individuals directly involved in the creation,
management and/oommissioning of public art around Calgary. | compiled my list of potential
interviewees based on my reading and research into public art, targeting individuals connected to
artworks recently installed in the East Village and Ramsay areas. | divided praspec
interviewees into three categories: artists, developers and public art manajes& hot to

conductformal interviews with individual community members to ensure that | maintained a
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focused scope and aveidithe inherent pitfalls of attempting tefine which communities to

draw from (economic versus geographical community, etc.). | connected with some of my
interviewees through personal contacts and reached out to others via email through their
professional organizations. Using this communicasivategy, | was successful in recruiting

three artists, two developers and three public art managers for formal interviews (see Appendix
A for list). Six of the interviews took place in traditional office settings and two interviews were

conducted while wing around the artworks at the CMLC£€s East Village development.

Each interview was between 45 and 90 minutes in length and was recorded on a digital
audio recorder. Considering that each individual played a different role in the public art realm, |
cateed my interview questions for each interviewee. By asking the interviewees different sets of
guestions, | was able to fill in gaps in my research. The questions were designed to encourage
each individual to share their personal perspectives on the ubpoocess and explore their
relationship to the specific public art projethey had worked on. | structurety questionso
that all of myinterviews touched on how public art intersects with the following themes:
community and identity; economic anocsal relationships; place and location; policy, process
and procedure; and Calgary€s current cultural and economic climate. | guided the interviews so
that they touched on all of these themes, yet | endeavoured to remain as flexible as possible
during theinterviews to accommodate the natural flow of the narrativetaadirection that
each conversation took. Following each interview, | wrote field notes to further capture the
encounter. All of the interviews were transcribed and | worked with the tegisttll the central
ideas and tease out the key themes that had emerged. When transcribing thsitevo on

interviews, | noted the ambient sounds and street level interactions that took place, where
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appropriateThe formal interviews that | conducted weanstrumental in helping me frame my
Case Study and provided a base for my understanding of issues around public art and

gentrification, both in Calgary and beyond.

In addition to conducting formal interviews, | alsonducted informal interviewabout
public art with galleryowners, privat@evelopers, neighboued members of the arts
community. | participated in public workshops, such as the City of Calgawds Art 101 and
attended various speakers on public art, such as Calgary Economic Desmti®gdaul of the
City seriesand the independently produceid,alks | also attended community meetings hosted
by private developers in both Ramsay and East Vijlatpere | had the chance to converse with
community members and real estate professiomal®ughout the duration of the project, | also
had ongoing informal discussions and conversations with other real estate developers and
commercial property managers about their views on public art and how it relates to their
company€strategic goals andukiness objective3hese ongoing casual conversations and
experiences afforded me the opportunity to continually gather data on an ongoing basis and seek

out diverse perspectives and opinions, which informed my research.

Resource Materials

A significantcomponent of my data collection process included the review of a wide
variety of resource materials. | delved into archival mateaiatsdocumentatiothat highlighted
the histories of the areas that | was studyingssmacedaccounts of theegiononline andatthe

Glenbow archive.r addition, lalsobrought historical images, maps, planning documents with
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me on my walks to help menderstandhow the use of land had been transformed and compare

how the topography of the area had bakered over time.

East Calgary is uniquely situated within the city at the convergence of the Bow and Elbow
Rivers and the area€s unique natural topography brings with it a remarkabtyltiofal history.
| did not limit my historical research Bwademidexts, photogaphs and written accountsalso
actively bokinto consideration the material and cultural artifacts in the area and used buildings,
houses, roads and environment features in the landscape as reference points and markers.
Observing the incredible divetgiof built structures and natural forms helped me chronicle the
history of development in this area and how land has been utilized and rezoned over time. By
attending tdhe compositional makeip of the area, | was able to better understand these works

of art, how they related to their locations and the conditions that brought them to their locales.

Many of the artworks that | studied were featured in media reports, wsedsttélogs.
Collecting and reviewing communication and marketing materials produyctae
commissioning organizations helped megé#&n insight intchow developers had framed these
artworks in relation to their location and real estate development plans. Referencing online
resources, press releases, social media streams, and newsjapsmpaoved to be a vital part
of my data collection process and provided insight into how these artworks had been framed by
developers antleenpublicly received. | also read public art plans, policies, community plans
and program documents createdtly City of Calgary and private developers. These
documents, coupled with my interviews, enriched my understanding of how the public art
process is handled @amunicipal level and how public art practices relate to commercial real

estate, community and kural development and urban planning practices.
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Challengesand Opportunities

Takinganinterdisciplinaryethnographic approadted its challengeshutalso provieédd me
with some unique opportunitieshroughoutmy research proess | took photographstraced my
walking pathon mapscreatedsketchestecorced ambient sounds arjdtted downfield notes.

From the early stages,wasimmediately apparent that | was collecting m@ae data than |
couldprocessEven after bddressg my data management issyéwas stilfaced with the

challerge of how best to represent the different formdaif within the confines of a written
report.Analysis ofdifferent kinds ofdata can get quite complex and messy. Through my
researclpursuits | discovered hoextremely difficult it can be to document and manage sensory
data. Not only was the management of so much data unwieldy, | learned that photos do not
always do an experience justice, written adjectives are not always sufficient in articulating
sensorial ecounters and ambient audio recordings, when dispfroedtheirsource, can be

very difficult to attend to.

Traditionally, cultural researchers have favoured written text over visual and sensory
means of communication to conduct their reseaidhile | decided to include a fephotographs
within this report, it is mainly written text that | translated from a myriad of mediBnaterials
| tried to remaircognisant of thénevitableloss of data and information thatcurs when visual
or sensorexperierges are translatedtmtext or verbally articulatednd, like any project,had
to managehe difficult task of figuring out what to include and exclude from the report. To meet
this challengel regularlyreviewedmy fvisual research diary, (Emmel & Chke, 2011) This
collection ofdetailed informatiomprovided me with clues on how to respond tolmyches,

apply my theories anegkflect on how my relationship to those places had shifted over time.
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Attending to the dynamic laysof data helpedne to inerpretmy reflexive engagement withe

subject and played a fundamental rol@ssisting me tdrawinterconnections between the

places that | was studyinghe followingcase studyepresents my interpretati of the current
landscape of &st Calgary. A such, | not only tell the story of a physical landscape based on
specific geographical boundaries, but | attempt to construct evocative descriptions of the place
that provide glimpses into pieces of the hiddeniallandscapes that make up that place.
Positioning public art at the heart of my research affords me the opportunity to connect public art
practices to the cultural asbcialrealities facing this dynamiand changing area of the city and

helped to frame fomy investigation.

Given theinherentrestrictions of conducting a oryear Master€s project, | narregithe
research of mgcopeto a limited geographical regiofocusing on newly commissioned public
artworks situated within that regio@oncentrating o a specific local@rovidedmany
advantageand my decision to focus my scope to the speg#iagraphical regiowhere | lived
proved to beextremelybeneficial because lag able to integrate nwalking practice andata
collection activitiesnto my daly life, easily access local knowledge and conduct formal and
informal interviews, as neede@onducting research on foot and attending teethbodied
experience obeingin the field can be challenging certain climatesnd theextreme cold
weathen often experiencedithin my geographical area proved todeongoingchallengeto
my walking practiceandeventhwartedsomeof my attempts to arranget-site, outdoor
interviews with my subject#t the same timeyorking outdoors provided me with unigu
insight into the environmental elements and physical landscape of th&arexample, over

time | became attuned to how shifts in weather revealed different patterns in the city. As the
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seasons changed, so did the smells in the air, thethvatyl moved across pathways ahd

kinds of unexpectedncountershat | hadn the field.

Constructing the Case Study

Lefebvre (1991) suggests that to understand the politics of a space, we must shift our focus
from the study of things in space to fr@duction of those spaces. By investigating the social
relationships between the production of an object and the space that it occupies, we can begin to
disassemble the interests that contributed to the creation of those spaces. For example, an
analysisof a public artwork will tell us littleabout the space that the artwdislsituated, unless
we investigate the process of how that wodkne to be installed that spacand attempt to
understand the politics that contributed to the productionatfgmce By looking at the
historical, social, environmental and economic forces that shape our urban environment, we are
able to better understand hour contemporary sociagpaces argansformedand begin to
dissect the interests and motives behind thdymtion of those spaceBhe following
examination of théandscape oEast Calgary and recently installed privategmmissioned
public art endeavours to reveal fh@versthat are currently reshaping the physical and social

landscape of this changing are

The followingCase Study is comprised thiree distinct narrative3he first narrative
Sensing East Calgayyeaves togethany own corprealexperiences living ifcast Calgary
togethemwith the broader cultural and geographical topografitexplores how gemntfication

and revitalization processes augrently effecting this inner city neighbourhood, while taking
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into consideration how the historical and physical character of the landscape plays a part in a
larger economic and social restructurprgcess. The public artworks which are the focus of the
following two narratives are all situated withinbandevelopment projects East Calgary and

my intention with the first narrative is to introduce the current physical, social and sensorial
terrainof East CalgaryThe following two narrativesh Walk around Device to Root Out Evil
andA Walk through East Villagare constructed as soliyawalks around public artworks

situated on privatdevelopment siteBoth narratives explore some of the factors that led to the
siting of these public artworkandrevealhow developers are using public art to bramdan
spacesand frame public perception of the plaBg.positioning these two narratives\aalks |
reveal how these public art worksnctionas placemaking markers thait onlyhelpedme to
establish asense of plac€butalso serveds reminders of displacement, impermanence

economic disparityand the inevitability of chang®at result from gentrifiation

Ingold (2006) suggests that places should not be interpreted as stationary locations, rather
that places are events and experiences that unfold along pathsaystravel along these
pathways, various events and experiences unfold along the notgrsect and become knotted
with other pathways of experiend2ividing up my Case Study intibireenarrativesaffordsme
the opportunity to explore my terrain from along different pathwdifsle the three narratives
can be read separately, togethneyt paint the landscape of my interpretation of the place. All
three narratives touch on issues of social and economic emplacement and displacement, cultural
consumption and production and the kinds of social transformi@ccur in urban
environmentsThe result is doosely woven tapestry that illustratey understanding giublic

art andthe landscape ofdst Calgary at this particular juncture.
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CHAPTER FOUR: CASE STUDY

SensingEast Calgary

In the spring of 201,3my husband andrhoved to Ramsay, where wented the top floor
of a 1910 home that had been converted into three rental apartmentgyIwith less than a
onepercent rental vacancy ratee felt lucky to get the place even though the rent was high and
there werebviouslyglaring issues with the property. Our little howsss perched at the tayh a
large sloping hill and looking east from the front picture window, | could see almost all of the
Ramsa& and Inglewood neighbourhoodsvould often get up at dawn to loakit over the
expansive viewl have lived in 17 different homes #major citiesover the past 19ears and o
those quiet mornings, as | looked over the sleepy homes that dotted the tree lined streets, | would
imagine that lin fact, wadiving in a sméd town andthat I had known all othe neighboursmy

entire life

The expansive view to the east from my front window encompassed a few active industrial
facilities that surrounded Ramsay€s perimeter andaiygatmospheric quality of the light at the
swnrise over the industrial towers that pumped out warm steam and the railcars in the distance
reminded me of a Turner painting. The view from my back porch was vastly different. Backing
onto an alleyway, my view outside was broken up and abstracted bycalewstres, telephone
poles and cables. From certain angles uldsee the top of the brightolouredstrip of LED
lights atop the Arriva higkrise condominium building and the recently constructegt8&y
Bow building. It wasasif my view to the ast looked into the past, while my view to the west

lookedtowardsthe future.
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From the first day we moved into the apartment, it was immediately apparent that the
community was undergoing a transition when a brief introduction to our new neighbour quickly
turned into a warning about the dangers of living in Ramsay. We still had our moving boxes in
our arms as she told us a tale about a home invasion and robbery that she had experienced earlier
that year. She linked h&nraumatic experience to the recentitalization of nearby Victoria Park
and the demolition of many of the boarding housesl@anetrenthotels in the East Village. It
seenedas though theearbyurban regeneration projects were pushing marginalized people
further east, away from downtown and into Ramsay. Needless to sagdoentof the violent
homeinvasion scared us, which could very wadlve beeter intention. Shead lived in her
housefor over 30 years and she made it clear to us thadaasasanother pair of revolving

tenants, in a long series of many, occupying the rental property next door.

My sense of smelbecamenddly heighteneds soon as | moved into the areaas
immediaely aware otthe differentscens that wafted through trer. Unable to distinguisthe
smells originsat first, leventuallylearnedthat the sweet scents came from fermentatioyeast
from a factory directly easif my housetowardsthe historicInglewoodneighbourhoodThe
sugarysmellin the airseemed fitting foinglewood,which wasoncenamedBrewery Flats
because it was the home of Calgary Brewing and Malting Company. Fountigjiy A.E.
Cross, an infamous Calgarian rancher and one dbtimeriginal founders of the Calgary
Stampedgthe brewery was one of the city€s very fingtjorindustries and operated in
Inglewood for over 100 years (Heritage Canada The National Trust,.20feHweet
fermentatiorsmelk harkened bek to the historyf the area. | found the smell comforting and it

mademe feelthat] wassomehowa partof the sibterraneamemoryof the city.
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The othemprevailingsmell that | regularly experienced wasichmorealarming and
disconcertinglt had a suffocating biochaoal qualityto it thatbecame increasingly pungent on
hot days. In due course, | came to understand that the jarring srasdlemanatingirom the
Lilydale chicken processing plasituatedn the eastern caer of Ramsayl.ocated directly
besideresidential busesand a schoothechickenplanthasreceivedregularcriticismsfrom the
community for yeareandthe companyas even been taken to colat complaints over odour
control, noise infractions and inadequate storage of raw chicken (dsteCalgary, 2014)The
other oftputting smell came from inside the walls of our old house. It had a digtsazirsmell
that we were told mighie caused from thasulaion, which could either bmade from
horsehair obunched umld newspaperdyothcommonmaterials useth local building practices
of the early 1900€$ spent a lot of time at home that summer and after a wHéarmedhat |
could watchout the windowfor shifts in wind for changes ithe direction on my neighbour€s
flag to know wten| shouldadjust my windows to either draw in or shut out different aromas.
This activitymixed with thecacophony of scents regulargminded me that | was living in a

space otontention between industry and community, old and new, padpresent

Ramsay, alongvith Inglewood was once calleBast Calgarynd is often referred to as the
fbirthplace of the city (City of Calgary, 1994). The area is sometimes lovingly referred to as
*Ramsay Island€ by some locals because of its relative geographical isolation. The community is
bordered by the Manchester industaaheto thesouthand the Canadian Pacific RailwéyPR)
linesdelineatests northern and eastern boundaries. The west side of the cotyrands in a
huge escarpmenhamed Scotsmahill that drops sharply down to the Elbow River and the

Calgary Stampedgrounds. While it is only a short distance dowmtp anyone going in and out
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of Ramsay can attest to its geographical isolatidhethercaused byommercialactivitiesin
theindustrial areadrains blocking main intersections ¢raffic congestion caused by events on
the Stampede Grounds, the areaave to be relatively inconvenient to accé&dss relative
isolation couldbe one reasowhy Ramsayhaslagged behin@ddjacent communities, such as
Victoria Park and East Villag& undergoinghe process of urban renewahis seclusiorcould
also bean indicator of why real estate is significantly more affordable than the neighbouring
communities, such as Inglewoddn my walks through the area, | often felt very isolated, like |
was pinned in by the geographical and physical boundaries of the naigbbd. This feeling
was especially strong when | wondewdtithe residential streets amtto industrial areas or

alongdesolate and overgrowgathways.

Many Ramsayites of have added their own creative embellishments to their properties,
such as hangainted doors and colourful garage murals, and unique objects that fill their porches
and yards. There is a spattering of mutit residential complexes and the recent onslaught of
modern infills and new construction that have popped up dierpast few garsare evidence
that the urban renewal and gentrification processes are underway. The ridge along Scotsman Hill
is rapidly being redeveloped, as the small bungalows are disappearing, transformed into modern
manors with walls of windows to take in the argive view of the entire city and the Rocky
Mountains beyond. There are still surprisingly few businesses and public amenities in Ramsay
and many of the newer small businesses that have reopetfyed, such the climey ice cream

parlour and chid950& diner, play up the vintage vibe of area.
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Figure 2: Examples of creative embellishments on Ramsay homes.
Photos courtesy the author, 2014

In 1994, the City of Calgary created the Ramsay Area Redevelopment Plan, which
officially designated the neighbourhood an area of historical significance. Ramsay€s quaint
residential streets are comprised primarily of siffgtaily dwellings that vary in style, shape
and size. Some of the original sandstone buildings and craftsmgalbws still exist, reflecting
the area€s history as Calgary€s original working class area. The neighbourhood looks like it has
been feced together over the years byitlgourself buildersand t still maintains the feel of a
small frontier parish, suably nestled on the edge of the Stampede groands-ort Calgary. On
my long exploratory wi&s through the area, | woutzbserve the architectural makp of the
houses and crissrossed layout of the streets patterns. Many of the homes and builduggs ha

been lovingly restored, while others have fallen into various stages of disrepair. The additions
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and renovations on the homes tell the story of a space always under construction, the landscapes

and structures altered by different inhabitants over time.

Figure 3: Examples of ldl and newconstruction in Ramsay.
Photos courtesy the author, 2014

The railway played a vital role in the settlemenEakt Calgary anffom my east facing
window, | could see the colourful railcars they gathered and shifted@PRyard beyond the
factories. The sounds of the trains breaking as they coupled and uncoupled from each other often
sounded like nails scrapping across a chalkboard. When | first moved into the honsésdhe
from thetrains would shake mevaake in the middle of the night.uBin time, | was no longer
fazed by the industrial clamour and the sounds simply faded into the background. | slowly
learned that | could listen to the direction that the trains were traveling tolndpmy path
through the neighbourhood. On days that | would leave the area, | would listen for trains passing
north of me, so that I could avoid geg stuck at the rail crossing. This practice proved to be

especially important on extremely cold days wheould find myself standing for upwards o
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twenty minutes waiting for &rain to pass. Eventually, | got so used to the rail sounds that | had

to consciously remember to try to listen for them as |1 left the house.

To the west of Ramsay, below Scotsnidithruns the Elbow Rier and immediately
beyond the riveliesthe Stampedgrounds. The Elbow River flows noktlardto meet the Bow
River and a small bridge that runs dowhMvenue connects Fort Calgary to Inglewood. A little
further west of Fort Calgg, along the Bow River is an arkaownas the East Villagel'he area
where the two rivers converge waisce a place of spiritual importanaeda wintering ground
for the Blackfoot peoplentil it wasestablished as a frontier outpastl875 Around tha time,
rumorsbegan circulathat the CPR mighdirect its railroadhrough Calgaryrather than
Edmonton. These rumours attractemtdesof land speculatorBoping to cash imnincreased
property valuesnce theCPRarrived Real estate investoleganto buy up the landround st
Calgary, presuming théhe most logicalocationfor thetown site wouldto bewhere the two
rivers meet. Tahespeculatos€chagrin,the CPR made a last minute decision to reroute the
railway intopresent daylowntown,avoiding Fort Calgary, Inglewood and East Village
completely Section 15 in Township 14, now known as East Villagenmorphednto a
manufaturing zone Through the early 1900€ketdistrict was primarily filled with commercial,
light industrial busingses and mixkresdential. For years, workergould commute on foot to
jobs in East Village at the Alaska Bedding Company, general stores or ironsmith shops from

their homes in Ramsay, Sunnyside and Inglewood.

East Village wasone of the earliesireas® be bought andoldmany times oveduring
thisreal estate frenzyrhis area isurrentlyin the midst of another major real estate speculation

boom, but thatvas not always the cadeor decadeshte aredell into despairduring the Great

58



Depression ahin 1941, Calgary€s medical offic#ficially declared thareato be a f Skid
Row, (Fortney, 20B). Thatreputationstuckandfor many yearsthe 49acre parcel of land
located directly east of downtowimas beermprimarily filled with deterioratingouildings run-
downhotel taverngandderelictlots. Foryears stories oframpant povertypublic drunkenness,
drugs prostitution and violencthatemanated out of the area and into the medithe 19606,
the City of Calgaryssueda new Downtown Mast Plan, which aimdatrevitalizing the city by
bringing more cars into the downtown coseburban sprawl grew artde Master Plageared
towardsimproving the flow of car traffic to move people in and out ofuHgancentre faster.
Historic areas of the city, like Inglewood, were at risk of be&ogppletelydemolished to make
way for new roads, bubcal advocates fougldiligently to safeguardheir community Other
areasl|ike the East Villagewhich didn€t have strongand orgardied community baselid not

fareaswell.

As a result of th®owntownMaster Planthe areas oEau Claire, East Village and
Victoria Park were systematicaltgzedto make roonfor therestructuringFortney, 203). |
could definitely see the remnants tiis Planin present day aswalkedaround these areas.
Many of the vacant lots in Eau Claire and Victoria Park have been replaced witimskigh
condominiums, office towers and storefronts whielvesprung up during the city€s various
economic boomdJnlike Eau Claire and Victoria Park, the East Village experienced much
slower revitalizatiorand gentrification anche areaemainedsparsely populately seconehand
shops, hotels anokeer hallsOver the years, any ofthebuildings fell into disrepaiandthe area
wasnotoriouslyavoided bymanyCalgarianswho deened it to betoo downtrodden and

dangerouso venture toln 1985, thadesignandconstruction of the new Calgary Municipal
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Building, with its ominous glass wall, figuratively and symbolicatiyt-off the East Village

from downtown. Many say théte Municipal Building signalled the moment wh&algary

officially turned its back on the community, although others feelitlngtd happened long
before.Despite news accounts that warned thaitiea was on the brink of becomingheogt

town (Kennedy, 1981; Ros$984),the East Villagehas always had a small community of
residents living irthe affordable hotel roomdropin and emergency shelters, seniors homes and
low incomehigh-riseapartmets. However, those communitieshich werecomprised mostly of
transient elderlyand economically challengeadividualsweremostlyoverlooked and cast into

the shadows.

For decade<Calgarystruggled taagree on how to proceed with developmerthaEast
Village. In 2007, dter years of reported corruption and botched urban planning schemes, city
council formed the Calgary Miicipal Land Corporation (CMLC)he CMLC now operatsas
anincorporated subsidiary of the City of Calgawhosemandates toimplement and execute
themulti-million dollar urban revitalization plan and public infrastructure progttammughthe
Rivers District Revitalization Plaisince 2007, the CMLC has investapproximately $180
million into infrastructure projectsnstalling new utilities and creating new roads and patys
(Calgary Municipal Land Corporation, 201Many of the older buildings were torn down and
the hotels emptied to make way for development, displacing much of the community that lived
there.Funds forthe East Village€s infrastructure improvements are being channeled through a
unique funding system, called the Community Revitalization Levyhich the City of Calgary
levies and collectpropertytaxes within the Rivers District boundaries and redéérose funds

to support infrastructure projects in East VillagaCanaand Cenovus&cently completed Bow
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buildingis a key development within this area arsdtax base is credited with helping to kick

start the rdevelopment in the East Village

Branded as *City Life 2.0#e 49acre East Village neighbourhood promiseg,tohave
the bustle and variety of a Soho, the rich character of Montrtal€s Plateau neighbourhood, and the
mix of iconic new architecture and historical buildings thaeg#ancouveEs Gastown its edge,,
(Calgary Municipal Land Corporation, 2014) date, ground has been broken on three East
Village condominiums and the area will be built up, mostly by developers from outside of
Calgary, in phases over the next ten yefarsm my fistverywalk around East Village, ivas
immediatelyapparenthat thegentrificationprocessad begun.Over the course ohore thama
year,| returned regularly to watch thaster Plarasit wascarefully unfolding. My walks led
medown newly landscaped pathways, around public artwamkisirio the sleek Sales and
Experience Centreé.passed by th#zendyand weltcraftedbillboard signsas theywere being
installedin front of newcondominiumconstruction sites andstood in thedilapidatediot that
will soon be the home of the $245 million Central Library projefctlowedthe painstaking
restoration othefew existingolder brick buildingsandwatchedthe dismantling othe notorious

King Edward hotel to make roothe newiconic National Music Centréuilding.

Over theperiodof timethat | lived inEast Calgaryl grew to know tharea well. Simply
by being there, | became intimately attdne the rhythms and subtle patterns timade ughat
place.l spent hours moving around the area on foot. | travelled from quaint residential streets to
desolate industrial complexes. | crossed railways lines, backtracked around dead ends and
ventured along river pathways that shifted from hauntingly empty owengpaths to richly

manicured walkways teaming with people. | got caught up in conversations, construction zones
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and waiting for trains to passsAnyexperiences in the placentinued to growso did my
ability to understandelationships between seeminpghcongruent thingsThings that seemed at
odds at first, likeclustersof children playing soccer beside a chicken processing @anipside
down church in fronain industrial warehous® abrightly coloured mosaic muraktin the
middle of aconstruction siteeventuallycomprised théabric of my understanding of the
complexities that make up thidace.And as | continued texpand my explorations througla&
Calgary, | was able to weave together my experiences of the place, until eventuallggheyd

fusetogether, like a tapestdepicing my ownesense of plac€.
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A Walk around Device to RootOut Evil

My feet are throbbing. | look dowat my boots and curse that | havace aga, chosen
fashion over comfort, especially since | knthat | was going to spend the afternoon walking
through the streets of Ramsay. | take a seat on theredidpncrete retaining wall that
surrounds the perimeter of Dennis Oppenheim€s sculptevie to Root Out EviAfter a few
minutes,my silence isoroken by a couple laughing and flirting as they stroll up to the sculpture.
Theyoungman asks if | could take a photo of them togethigh the church in the background.

As | fumble to try to figure outhe settings on hisamera, they excitedly tell ntkat they just
moved into the area and live just down the street. | listen to theiratdigrouch down as low

as | can to frame the portrait. My kndesach the ground and sink in the wet earth as ary
compose the perfeghagefor them. | want to sk them what they think abotite supside down
church€ in theibackyard and wonder what they will do with the photograph. | want to ask them
if | can take a picture dhem on myphone, as a souvenir of omeeting butthink better of it
Theylook at eah other and smilghenturn andsmile at me. The shutter clicks and the moment

passes. They leave atite silence returns

My serendipitous encounter with the couple occurred on one of my initial exploratory
walks to theupsidedown church | was stilltrying to piece together how and why this valuable
public artwork had ended up in a relativalyndescript industrial lot indst Calgary. The
sculpture looked as though it had been plunked down on the site by pure happenstance and the
reasons behind howd why it had been relocated to this particular site were still very much a
mystery to me. Despite its enigmatic locale, it was evident that the sculpture had become a public

marker and place of importance in the community. The artwork, by its mere mekadc
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transformed a seemingly unremarkable grassy knoll on the outskirts of an industrial complex into
a place that people wanted to be.ih hadevenbecome a place that people wanted to

memorializein a photograph.

Created in 1997or the Venice Bienale Oppenheim€Bevice to Root Out Evdepicts an
invertedNew-Englandstyle church balancing dramatically on its steefilkee piece stands
approximately 22 feet high and is maafegalvanized steel, anodized perforated aluminum
concreteand redvenetanglassthatis lit up at night.Oppenheima major internationally
renowned figure in théeld of conceptual art, is best known for his grotbréaking work in
land art, video, sculpture and performance art in the &3@d1970&. In the mid19808, his
work took a marked shift as he began to create work that transformed everyday otgects in
objects of curiosity. By the 199Q0€® moved towards the creation of laggale permanent
pieces that fused architecture and sculpture. He is notorious &ingavork that evokes a sense
of tension and discomfort in viewers (Th&&®ppenheim 1997) and his public sculptures have
been described as both nervous and evasive (Denson, 2011). Teetering precariously on its spire,
Device to Root Out Evis emblemati of Oppeheim€s prolific body of work. Through the
simple gesture dlurninga recognizable object upside dav@ppenheim hopes tadically alter
people€mterpretatios of anobjectand by inverting the church, he literally and symbolically

turns the foundations of Western society on its h¢aldea& Oppenheim1997).

Vancouver Biennale is a nér-profit organization that produces-énhnual temporary
exhibitions of major artworks in public spaces around the city. Oppenheim€sdaige
sculpture wasne of the twentfour major pieces exhibitad the 20052007Vancouver

International Sculpture Biennale (Christie€s Canada, 2007). In 2005, the Biennale had initiated a
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10-year agreement with the Vancouver Parks Board that enabled them to tempaaeély pl

public art in various parks for predetermined time periods (&t&italker, 2009). As part of this
agreementDevice to Root Out Ewlas €heduledo be displayed for eighteen months in

Harbour Green waterfront park, located in the heart of down¥awmtouver€s posh Coal

Harbour. The sculpture was installed in a highly visible and stunning location in the park,
surrounded by higipriced condominiumsverlooking the Burrard Inlet and Stanley Park, once a
place of spiritual importance for the Coast Salrirst Nation$’eople In the late 180&, a

bustling lumber mill occupied present day Harbour Green Park, part of the logging trade that was
instrumental in the industrialization of the West Coast€sqmishial period Over the yearshe
industrial aeawasoccupied by artists, writers and lemage earnerdvly father often tells me
stories of how he used to live in an old house on Pender Street that had been transformed into
hippy commune in the late 1980 Today, all physical traces of those hisgsrinave vanished.
replaced by manicured gardens, walking paths, trendy bistros anrddegtondominiums that

boast some of the most expensive real estate prices in North America.

In the middle of its tenure in Coal HarboDrvice to Root Out Ewlasauctioned off by
the Vancouver Biennale for $300,000 tbautique legal firntalled theBenefic Group
(Mickleburgh 2008). TheChristie€suctionwas part of a fundraising initiative hosted by the
Vancouver Biennale to secure private sales of some ontine favoured public artworks that
come to the city through the Biennale. Vancouver, like most major cities in North America,
prescribes to the Percent for Public Art policy and the Biennale€s auctions provide private
investors, corporations and develope&ith opportunities to invest in necommissioned works

of public artfor their new developmentinvestment in public art can often be a strategic
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business investment akvice to Root Out Evilvhich originally sold for $300,00bas

increased in valut approximately$3 million since Oppenheim€s recent passing. Beyond
providing opportunities for financial investments, the Vancouver Biennale program also helps
bestow public spaces around the city with wanlalss artworks in perpetuityWorks that were
temporarily installed many years ago through the Bienpralgramcan still be found on public

and private landcattered around the city.

Considering that the work was purchased by a local investor, many people assumed that
the upside down church woulthg in Coal Harbour or another Vancouver location indefinitely,
but to many people€s surprise, that was not its destiny. Dusiiegitrein Coal Harbourthe
VancouverParks Boardielded countless callfrom concerned citizens that considered ib&
fblasphemous, anceceivedcomplaintsfrom nearby condo dwellers wiprotested that the work
obstructed their views. Despite arguments made by some Vancouverites in sufipoivoik
the public outcry and debate over the sculpture proved to be too nouthe Parks Board, who
ultimately decided to remove the work in April 2008ickleburgh 2008) Device to Root Out
Evil was no stranger to controversy dratlalsobeen previously rejected by public art
committees at both Stanford Universityhere Oppengim received his MK, and in New York
City, Oppenheim€s hometown, prior to its subsequent removal from Vancouver (Mickelburgh,

2008).

Unfortunately, Benefic could not secure another Vancouver venue for the sculptune and t
fate of the work was left unkmen until September 5, 2008hena joint press release was issued
by the Glenbow Museum and TORODE Group of Compaame®uncinghe moveof the

notorious public artworko Calgary. The relocation of the sculpture was made possible through a
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strategic partarship between the Glenbow and TORODE, who negotiated-gdaeloarplus
renewal optionwith Benefic After being exhibited in Coal Harbour for two and half years, the
mammoth six metre tall structuneasunceremoniously disassembled and its elabayiates
shingles temporarily removed fatrip across the Rockies on flatbed trucks (Lederman, 2008).
The press release proclaimed theg sculpture was destined to beueectedn the Calgary
neighbourhood of Ramsag,community proudly referreid as a f, the creative soul of the city,

a place where artists live, create and sell their work,, (Glenbow & TORODE, .2008)

What could be viewed as Vancouver, Stanford or New York€s loss was publicly
proclaimed to be a fbig win, (CBC, 2008) and ¢ag;, for Calgary(Tousley, 2008 The
announcement of the controversial sculpture€s relocation to Calgary was met with enormous
local fanfare and over 500 Calgarians turned out to the launch to speak with museum educators
about the workTousley, 2008). Theannouncement of the public artwork€s move to Calgary
unleaved a media frenzy that pitted Calgary against Vancouver (Cramp, 2008) and the Calgary
media positioned the excitement surrounding the acquisition as a testament to the progressive
energy and dynaism of the city.Thedevelopewho helped pen the deal, John Torode,
suggested thatnlike Vancouverf Calgarians not only can handle critical conversation and
debate, but welcome it, (Glenbow & TORODE, 2008) and the dialogue surrounding the work
suggestedhat the public exhibition of such provocative artwork could potentially secure
Calgary€s spot on the émhational stagelpusley, 2008cand elevate the city, f to a
sophisticated, progressive city with a wedidss cultural landscape,, (Glenbow & TORBD
2008).When asked his thoughts on the sculptune@ge Oppenheim remarked that he was

relieved that it had been saviedm an unknown demis&Vhile he admitted that theew
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locationwas not agicturesqueasVancouver he felt that Calgary had lots efergy and

financial potentialvhich, as he said, is sometimes all that art needs to succeddrtman,
2008).Jeff Spalding, former president and CEO of the Glenbow and the individual responsible
for negotiating the loan of the sculpture received prama inuseum colleagsedealers and

artists from across Canadeo{sley, 200B) andtriumphantlydeclaedthathe f, couldn€t have

scripted this any better, (Cramp, 2008).

Unlike some other major cities, like Vancouwsrd Torontgthe City of Calgary doasot
oblige private developers to incorporate public art into all new capital projects. While Calgary
developers can apply to get some financial rewards for adding a public art component to their
development, through programs like the Bonus Density Progr@ryp to he developers€
discretion.Torode personally believes that the relatively minor personal financial output it takes
to commission public artworks pays major dividends by increasing the public profile and
desirability of his projectdJponreturning from a trip to Barcelonagkvas so inspired by the
way that art and ahitecture blended with street life that he began to think aboutthew
incorporation of visual arts coulttidsocial as well as economic benefiishis projectsHe first
capitalized orthe potentialvalue of integrating art into his development projects when he
converted an outdated Best Western Hotel from aliagtke franchise to dlourishingboutique

hotel, Hotel Arts

To transformhis shabby hotel into moredesirabé destinationTorodeenlisted the
assistancef Calgarybasedart specialists alrépanierBaeand Newbnesgalleriesto assist him
in theselecton and purchasin§200,000 worth of visual aftr the hotelWhile Torodesought

help from theprofessionalshechose noto organizea committee to choose his artwork. To him,
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the selection of art is very personal and while other people, such as the employees working at the
hotel, might have an opinion, he does not want tteemeigh inon the selectin oftheartworks.
Torodealso personally commissioned local artist, JefBder, to create a public art piele the
outsideof his hotel. Thesculpture entitledLight, the Universe and Everythingascreated out

of steel and mulicoloured programmablé.ED lights and stands 18 feet talt wasthe first

public artworkpersonally commissioned by a private develapéfictoria Park and continues to

light up the area at nighA\ccording toTorode, the conversiaof his hotel into a contemporary
artcentric spcefworked like a dam, (personal communication, January 21, 2014) and sales in

the hotel and restaurainicreasedilmost immediately.

The success hexperiencd with Hotel ArtsinspiredTorodeto commissiorand purchase
more public artwork In 2008 he purchased @4 foot high steel sculptur€algary Root
createdby internationallyrenowned artist, Steve Tobiand installed itn front of his office
building project, 8 WESTHe also held &1 million international invitational competitidor a
majorpublic artworkto be situatedutside of his ArrivacondominiumdevelopmentRenowned
Canadian artistMlicah Lexier was selected to create a pjesgitledHalf K. Although tre
commissim was halted bynvestorsprior to it being createdhe artist€senderingof Half K
were staggeringly ambitiowsd would have beenvehimsical andconic addition to the
Victoria ParklandscapeBetween bringing in the Oppenheim pigoeCalgaryin 2008 and his
other public art commissions around that tifierodehad begunto get areputationfor beinga
developeion a mission tdéransform and revitalz theneighbouhoods inEastCalgary Hehas
often been referred to &ging avisionary,anurban pioneer aneven a ffeal Alberta maverick

(Markusoff, 2010)Unlike other developerd,orodewas personally investing in public art and
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while he did access the City of Calgary€s Bonus Density Pragraccasionshe openly

admitted that he had no intentionadfowing the city or the publito beinvolved in his process.

He is critical of the way that public art is handled in other cities and appreciates that Calgary
does not force developers to work with a prescribed public art system that mandates how the

selection, jury and competition processee handledithin the private domain

Thelocationwhere theDppenheinpiece was moved was slated Tarode€proposedsl
billion Ramsay Exchangedevelopment project. Once known as Saddleview Industrial Park, the
new development promised f, transf orm 2Xacres of industrial lands in the heart of Ramsay
into a thriving mixedused, pedestriafiiendly community,, (Glenbow & TORODE, 2008)he
large industrial zone lays claim to the historic Dominion Bridge steel foundry, an important
industrial site tht serviced the burgeoning oil, coal and agriculture industries from th&1920
through to the 1988 (Klaszus 2008) Today, many of the historical structures remain and some
of the industrial building sites are occupied by tenants that could be codsidet®f the
creative class, such as design firms, artist studios, engineering outfits and fine art fabricators. A
large section of the lot is utilized by the Calgary Stampede, who maintain the large industrial
spaces and open lots for @ite storage atheir equipment and supplies. Much of the area is
closed off to the general public, surrounded by chain link fences and signs warning against
access. The solitary retail space is locatethe east side of the complex is Café Rosdrerady
coffee chairowned byTorode€s son. The coffee shop, the only publicly accessible apdoe
site, has becoma hub of activity filled with local residents and employ&em nearby

businesses
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The original conceptual plan for TORODE€s Ramsay Exchange msedeelopment
project was consistent with the Ramsay ARP that regar@ecbiiplex as having historical
significarce, therefore its structushouldbe restored, rehabilitated and maintairi&fthile some
of thehistorical architectural character of the slike the Dominion Bridge buildingyere
mandatedo be maintained and repurposed, other structures and derelict industrialeneas
destinedo be rezonednd replaced bligh-rise condominiums, a boutique hotel, retail and
commercial buildings and grespacs. The brownfield development plan aimattelebraing
the history of the areauggesting that Ramsay Exchange would be f, a place where historical
and contemporary meet; where ideas exchange and lifestyles fuse, (New Urban Consulting,
2012).The anbitious mixeduse redevelopment proposal was intended to transform a derelict
part of the city into a thriving, higdensity community complete with sustainable features, like
cycling and pedestrian pathedhic stores and green spaces (Klaszus, 2008) délkelopment€s
original vision was tantegrate public art f, into the overall experience thus enhancing the
pedestrian and visual landscape of the development with contemporary and iconic artworks

(Torode, 2008).

Despite all of Torode€s intentions for Ry Exchange, the Dominion Bridge
development was shelved in 2009. His land use and rezoning applications for the peogect w
stalled numerous times for a variety of reasons by the Gitgésing Development &
Assessmentivision, invariably delaying thproject. The ambitious development had created
some huge waves in the tigkrnit community and many locals were worried about the massive
scale of the construction footprint, ieesed congestion, noise, safatyl lack of plans to

integrate affordable hwsing. In addition to the obstacl&srodeexperienced getting community

71



and City buyin, the economic conditions of the 208tarketcrash hadilsoimpactedTORODE

Group of Companiesn July 2009,Torodelost control of his Victoria Park Arriva multower

project and a downtown office towevhich was alsaunder constructionyent into receivership.

In August 2009Torode sought court protection from personal bankruptcy after debts and
personal loan guarantees totalling $187 millauaccruedMarkusoff 2010) In 2010, New

Urban Consulting Ltd spearheaded blorode€s former business associ@amiel Van
Leeuwengseized control of thRamsay Exchangerojectin addition to numerous lots in

Victoria Park New Urban is currently finalizing their new digis plans for thdRamsayproperty,
which has recently been rebranded as Dominion Bridge in Ramsay, and are pending approvals

for the Land Use Applicatiofor the City of Calgary (New Urban, 20)4

The five-year lease with Benefic eventually expired andvNérbandecidedagainst the
renewal of the loan agreement of OppenheiD#sce to Root Out EvilThe piece was quietly
removed from Ramsay one snowy Sundayningin January 2014. Rumours and speculation
quietly circulated and it seemed that no one, not even the new developers, seemed to know where
the piecehad mysteriously disappeared 8ome people | spoke with speculated that it had been
sent up North, othetsinted that it was in storage and was waiting to be unveiled at another
location somewhere in Calgary. A few other people thought it had been shipped to a private
residence and others suggested that it had gone back to Vandvhweer] asked Benefic what
the plans where for Oppenheim€s piece, they said that they were still unsure, but reassured me
that when it was relocated that there wouldbews release and media coverage of the story.

When it doeseappearl have nadoubtthat it will incite peopldo stop, think, debate, and
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guestion its presee and, above altonstruciopportunities fomewsexperiencsfor people who

encounter it.

| visitedthe site the day after the piece was removedwéfe deep in the middle of winter
and the air was frozeand still. | bok a deep breath in. Wasthe kind of cold that hurt my lungs
and fdt claustrophobic, like someonegss sitting onmy chest. The yellow caution tape
surrounding the exposed blackened earth, where the sculpture once restbalitsin stak
contrast to the snow cowat ground The electrical wires, once used to illuminate the structure,
sprouedup from the dirt like roots of tree just been pulled @iuthe soil A few tools and metal
shardswere haphazardlystrewn aroundRed spray paintwhich must have acted as directional
indicators for the removalyas dramatically splattered around the frordnte snow. | ould still
see the footprints left by the disassemblétsed carefully to trace their steps afallow their

paths, reenacing their motionsand movements around the site

As | walkedaround the empty site, | contem@aimy presence in th place and how | had
oncetravelled the same route as the sculpture from Vancouver to Ramsay lookiegvfor
opportunitiesn Calgary | wondeedwhere | and theculpturewould end up next. | thught
back to the First Nations people who once inhabited this land ancetiteeredaces of the
Dominion Bridge steelworkers that | had seen in archivesnembegdthe conceptual
drawings of lhe development plan for this area anddto envisionhowit would look in the
future and how the newarchitecture andccupants il shapehe landscapd imaginel thatit
would soon be like CoaHarbour, filledwith high-priced condos andyclists pasingthrough |
thoughtabout impermanence and ephemerality and how even the most seemingly permanent and

enduring things are, like us, only temporary and always changing.
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A Walk through East Village

The sun is shining and a Chinoaind has rolled in antbhlanketed the city witlawarm
breezeMany of my walks through this area in the past few months have been owclithing
cold days sol am grateful that | cahtakesomeextratime to get oriented and survey the
changes that have occurred sincelasy visit to the East Villagdhe Bow River is still frozen
over insectionsbut the landscaped pathway | am standing on, aptly n&iwvedWalk is clear
of snow and ice. A few cyclists hurry by and clusters of walglensly meander along the path.
Over the past two years, | have been walking through the site regularly and witnessed substantial

changes ioththe physical and sociéndscaps of the area

While the area around the public artworks and the East Viadgs and Experience
Centreare elatively quiet this afternoomponstructions buzzirg. Four hugecranesrace circular
pathsalongthe skyline and the air is filled with the sounds of large trucks backing up, foremen
barking orders and the hammering of product®anovations have comanced on the historic
1912 Simmon$attressBuilding, which will soonbetransformed into a boutique culinary hub
offering local designer coffee anfdeshbaked goodsl think back tothe first and only time that |
had keen inside the Simmons Buildidpou a year and a half ago for the Calgary Economic
Development€s inaugur@bul of the Citygpeaker series dhe value oplacemakingHow
fitting that the next tim¢hat | will have the opportunity to go inside it will beéeely

gastronomic hulfor the reighbourhood.

East Village and the surrounding areas, like Fort Calgary and Inglewood, sit on the flood
plain at the confluence of the Bow and ElbBwers andhe East Village Redevelopment Plan

notes thatheareahas experienced extreme flooding in the &gty of Calgary, 2005)
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Although a dke was constructed in the 195Qo address the problem and the CMLC had taken
precautions to raise the ground level of the East Village, thenargaracticallysubmerged
underwater as the result of a sevatg-wide flood in June 2013l walkedthrough the arean
theheels of thdlood. It was eerily quiet, almost peapocalypti¢and the air smelled damp and
rank.On one posftlood walk, a coyote ran in front of me.was the middle of the day and |
couldn€t help but feel that nature was strugglinfingdly try to take the area backhe streets
were relatively dry, buplenty ofwater had still filtered in from belothe groundfilling the

construction pits witlthousands of gallons efater.

Despite setbackisom the flood todayl noticed thatthereconstruction of the new
pedestrian bridge that will link East Villagettoe soornto-berevitalizedSt. Patrick€dsland is
coming alongwell. Construction of th&ambassy Bosa&svolutioncondominiums has also made
considerabl@rogress since the last timavas on siteEvolution andeast Village€sther condo
developmentsarealreadybeing snapped up bgcal and foreign investors looking to capitalize
on Calgary€s booming econorieal estate prican the East Village starh the low
$300,00&s but will goall the wayup to $46 million perunit (Calgary Municipal Land
Corporation, 2014). With the &t tenants scheduled to move into the East Village in 2@
hardly imagine theinbelievable change and transformatiloatthis area will experiencever

the next few years.

Since 2007, the CMLC has speqproximately $180 million on infrastructusech as
roads,underground utilitiessidewalks, public plazatandscapingnd lighing features
throughout East VillageOne of ways theCMLC is encouraging peopte visit theactive

construction site is biyvesting inpermanent and temporgpublic artworksin areas that the
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infrastructureprojects are&eomplete. The 200BreaRedevelopment Plan and the 2009 East

Village Master Plaboth position arts and culturd the heart of th&ast Villagecommunity

The East Village€s temporary and permapeblic artworks are situated netlre Sales and
Experience Centre, which offers potential investors a sneak peek into the future of the area and
details on howo buy into the developmer@EO of CMLC Michael Brownsuggests thgiublic

art will becritical to the area€s succeandwill help to guaranteetrong residential sales, by

making f, the neighbourhood more inviting, more engagand ultimately more liveahle

(Calgary Municipal Land Corporation, 201%ublic art is being used as a strategy to atdiva
placemaking, whiclthe CMLCsuggest¥, brings new energy to old neighbourhoods, creates
credibility and confidence, and inspires communities to build, grow, and be(@a&gary

Municipal Land Corporation, 2014)

| take a seat on one of the recentigtalled bencheslongRiverwalk beside the storage
shed andhe tworobo-bathrooms that are wrapped in teenporarymuralscreated byight &
Soul A gentleman lays down in the sun on a bench beside me, possibly taking respite from a
long night spent aside in the cold. Heeemsexhausted and hdishevelledattireandsunken
demeanoreveals a world thatas not been kind to him. After a few minutes of rest, two police
officers roll up on kiyclesand shaké&im awake with bellowing voices. They address the man
with an air ofcommandand turn their back to maanding authoritatively between me and the
man as they call in a combination of numbers on their wailtiges. | feel a little irritated that |
havenot beenimplicated in this exchange since | hadfact,beenrestingon the bench longer,
but I supposeéhat mylooksnever seento register as auch of athreat to the police. | look up

and notice, for the first time number osecurity cameras attaath#& one of thenuralcovered
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storageshedsIn this moment] am reminded that while this area feels like a public space, it is

mostcertainlycarefully managed and privately controlled.

| decide to give thenentheir space and get dppm the benctandstroll towardsRon
Moppet€spermanent public arork which ispositionedbehind the Sales and Experience
Centre Measuring 110 feet in length and 13 feet high,ghermous mosaiawural isthelargest
of its kind in the country. The piecentittedTHESAMEWAYBETTER/READER setalong the
westwall of the CMLC€s newly constructed pedestuatkway, Riverfront Lane The piece
consiss of five of brightly colouredpanels With its bold graphics and abstracted imagery, the
piece § emblematic of thevell-establishedCanadiarartist€style andprovides avivid burst of
colouramidst a sea of grey concreféhe CMLC has carefully landscaped Riverfront Lane
complete with lighting features, park benches and tides/eoften sea peopleresting on the
benches facing inwards towards the brightly coloured wall, seemingly oblivious to the bursts of
traffic, train and construction sonds that emanate from all arounlith all the noise and dust
from the construction, | am amazed at how ofterpilitdic artwak is used as backdrop for

public programs and specients, such ahe CMLCE€sfree summertimgogaclasses.

| hugmy backagainst the mosaisall as a large anstruction truck ambles WRiverfront
Lanetowards Embassy Bosa€s Evolution project. Fuprolose] canfeel the individual shapes
of thedelicatecut glass, granite and marble that make up the facade, whadmprisedf
956,321 uniquéiles (Calgary Municipal Land Corporation, 2014{)took Moppett
approximatelyone year to design, modahd digitizeTHESAMEWAYBETTER/READERmM
his Calgary studio and an additional yearddeam of artists &ranz Mayer of Municho

assemble itHe workedwith the German studiavhich heregards to béhe best in the world at
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fabricating largescale arhitectural mosaic and their colour paledted tile selectioms
unparalleledMoppettspentfew weeksin Munichworking with theGermanartists selectng the
tilesandoverseeing theverall compositionOnce the projeatvas completeit was disassembled

into sections and shippéd Calgary where it was installed overfive week periodby the
GermarcraftsmenUnlike many artists wharetypically awarded such largaublic artprojects
Moppettdoes not generally take @ublic artcommissions. Thataid, he has a prolific studio
practice and has with a wealth of experience exhibiting, as well as teaching and curating shows
which undoubtedly helped him land the jobe admits that the public art process is daunting for
many artists, who are unfamitiworking with large budgets and tight timelines or in

collaboration with construction managers, fabricatiarsgiscape architectspmmitteesand

insurance brokensvolved inbringing publicart into the public sphere.

Figure 4: Ron Moppet€SHESAMEWAYBETTER/READER.
Photos courtesy the author, 2014.

THESAMEWAYBETTER/READERairly abstract, buMoppettwas cautious not to make

it completely esoteric or inaccessible for the pulfimidst the nonfigurawve shapes and

78



colours, the artightegrated representational images throughout. To date, the CMLC hasn€t yet
integrated any didactic information into the site, leaving much of the imagery open to
interpretation. To understand the symbolism of the components as shénéetided, visits to

the site would have tdrawfrom online resources or pick up a public art map from inside the
Sales and Experience Centkefew weeks prior to this visit, | hathe opportunity tavalk

around the site with the artist. Together, digcussed the iconography of the piece ematted
abouthow he drew on the local natural and social history to tell a visual story about the history
of Calgary. Wespokeaboutthe creative fabricationand commissioningroceses.Having

moved to Calgaryn 1957, he was very familiar with the East Village and remembered coming
down to the area in his youth to visitme ofthe seconéhand shopd-e told me that &ick then,

both the East Village and the city€s skyline were vaidtigrent and there revery few public

art projectsn the cityto speak of.

Walking alongside the wall examineMoppetEspiece closely. | remembered from our
conversation thatie most southern panedpresentanabstract depiabn of the area as it used to
be withorganic dak oily paints,teepeesmountainsandglowing pink Chinook windgascading
over the prairie landscap&henextpanel pays homage to William Reader, City of Calgary€s
first Park superintendeandvisionarywho famouslyplanted palm trees in Central Merrar
Park.The third panetlepicts the immigration of European settlers and the agrarian lifestyle of
the pastMoppetthad told me that the image had come from a black and valitie swatch that
he had found and frompuclose, | am surprised to encounteanysmall bursts of silver, red and
blue thathave beerntegrated into the monochromatic desighe fourth panel, which is meant

to represent the passage of time is unquestionably one of the more abstract panels and
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reminiscent oMoppet€s paintings and assemblagé®efinal panel includes a snow flake,
which isintendedto signify Calgary€s longinters and importance of th£#9880lympic Games
to the growth and developmenttbe city. According to Moppettthe dianond on tle fifth panel

denotes value and meant to reflect a positive vision of theture of the city.

Integratednto four out of the five anels ardlack and whitelgcesthat illustratebridge
overpasssand abutments, street infrastructure, eieat poles and lighting features found in the
constructed landscape of the immediate surroundings. These pieces were created from
photographshat Moppettook of the site prior to the inallation The stark black and white
images stand out against tlestrof the brillianabstractolous and shapeshey seem
somewhamelancholy and devoid of lifeset theyareundeniablymy favoritepartof thepiece
They seento ground the work in everyday life, while paying homagéheliminal nonplaces
thatdominate mundanerban setting like theseBYy integrating these phot@alistic imageto
the finishedmural | feel as thouglthese panels tell the story gfface before it became a plakce.
feel like these panels capture a moment of time in the Eb&g&, a freeze frame ofspace
devoid of life, a place | have come to know wall my solitarywalks around this are@ne of
the objectives of public art is to infuse a site with meaning and significance amcbipyorating
theimages othe physicalnfrastructuranto his designMoppettis drawing attention to how the

mundane and commonplace can be monumentalized and transformed into a place of meaning

| stand back to take in trentiremural in itssurroundingsThe pieceruns along thérain
lineandis set along a retaining wall barrier that separates Riverfront Lane fraoRihine that
cuts through the are®hentrains pass, they seemiigeup dong the top of the mural as it

makes its way ufhe bridge overpads cross the river-rom tis angle, | can alseee The Bow
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tower, Calgary€s Drejm Centre andlulian Opie€permanenpublic artpiece,Promenadgto

the westThis isn€t thdirst time that | have seen Moppet aBgie€s work sidey-side in
Calgary.l couldn€t help but notice that ttveo artists also have smailtale pieces on permanent
display in the halls of the newly construcigtiiantic Avenue Art Block, just down the road in
historic InglewoodBuilt in 2012by localart patrons, Jim and SusanIHihe Atlantic building

is one of the newdrigh-endmixed commercial spaces iragt Calgary. The buildinfpatures a
boutique groceand retailers anthe offices otrendy media and architecture firpimit the
building was primarily built to house thesker Foundation galleryvhich is amassive,

privately-funded nonrcommercial gallery.

Both theMoppet andhe Opie pieceshat areexhibited in the Atlantic Avenue Art Block
are quite similar the twpermanent public artworkbe artists were commissiahéo createfor
the East Village through tteMLC€sArt in the Public Realm PrograrBoth Promenadend
THESAMEWAYBETTER/READERre installed in 2012 angderecommissioned througa
limited call for proposalsmanagedy a ~member advisory committee comprised of CMLC
staff, the RiverWalkdesign team, City of Calgary Public Art Program officials and professional

art consultants fromrepanierBaer Gallery Calgarybasedcommercial gallery

The CMLC<€s advisory committeelsctedPromenaddecause they felt that the piece
freinforced the identity of East Village,, while being engaging, surprising and delightful
(Calgary Municipal Land Corporation, 2018erched up on a grassy knoll beside the 5
Avenue overpaslecatedon the westcorner of East VillageDpie€dPromenadects as a
gatewaymarkerinto the new developmertanding24 feet high thevideo toweris made upof

four animated_.ED panelsthatdepicttwentyvariations of people constantly encircling the tower
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atvarying speeds and strides. Tlaeelesscartoonlike figuresare set against a glowingrmary
yellow background, mking it highly visible from a distancand into the nightPromenade
reminds me oCanadian artisiMichael Snow€8Valking Womarseries andhe pieceserves as a
prime example of the British Pop Art icon€s styleosepaintings, animations and sculptures

often depict people walking against brightly coloured backgrounds.

| first encountered the piece while driving across théBenue flyoverout of downtown
which | suspecits how many Calgariararefirst introduced tahis pieceThe overpass, with its
four lanes of onavay traffic and lack of sidewalks, is anything but pedesthigemdly andat
first, 1 thought thepiecewas an ironic comentary on the prevailing car culture of Calgaky. |
learned more about the East Village, | began to retiaiethesubject matteis intended to
support the CMLC€s ambition to encourage foot traffic and pedestrian activity in and around
East Village ands anovert attempt to reverse the leatandingopinionthatthe east end of
downtownis a dangerous place to be avoidguhce | began exploringpe area on foot,have
found thatas a single female,Have nevereally fdt thatcomfortable walking around tteea
Many of the areas are empty, devoid of people. However, the area arbarePromenadas
situatedhas become a meetipiace for lage groups of men that drift to and frahe

neighbouring Drogn Centre
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Figure 5: Julian Opie€s Promenade.
Photo courtesy the author, 2013.

Today, as | survey the scene unfolding aroBnamenaddrom across the street, | feel like
a tourist in my own townl.lean over the fence beside the LRT trackedmpose @hotograph
from across the track$hrough my viewfinder| lock eyes with a man conducting a transaction.
Ashamed and embarrassed, t gawn my camera and slirdwvay | think back to conversation
that | had a few weeks earlier with onetloedé men responsible for the maintenance of
PromenadeHe told me about how whenever he is onsite changing the LED bulbs or conducting
technical evaluations of the piece, people always ask him if the piece has surveillance cameras

on it watchingover them The media sculpture, which acts as a place markemaeting place,
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also makes many diie locals and users of the area extremely uneadso lfeel uneasy about

my position as an outsider, trying to document the piece and the activity below it.

| loop back around to thgathway towardsobo-bathrooms and storage sksdd take a
closer look at.ight & Soul€snurals. The cops who | had seen questioning the man on the bench
pass by me anldnotice that the man has now moved lospent quite a bit of time speaking
about thepolice presence and the power dynamigthinthe different groups that vigihe East
Village with Daniel Kirk and Ivai®stapenkptwo of the three artists responsible for creating
Field Manual: A compendium of local influendéhey spentnine monthsvorking as artistan-
residencen theareaandcreateda majority ofthar temporary publiart project onsite, working
primarily out of anow-demolishedvarehouse space loaned to them by the CMLC. During their
time in East Villagetheartistsdeveloped relationships with a variety of the area residents and
witnessed a range of diverse comnymteractions and intercultural exchanges, similar to the

onewitnessed on the bench and during other visits taitke

Figure 6: Light & Soul€g-ield Marual: A compendium of local influence.
Photas courtesy the author, 2014
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Field Manual: A compendium of local influenisecomprised of numerous piecdsng
RiverWalk It took theartistsabout a monthatinstall thevarious componenisnd they often
worked late into the evening under the bridge abutments that hold up the busy overpasses in and
out of downtown. The said that thgpathway under the bridge almost functioned like a cultural
intersection, &onstancrisscrossing of people from divereeonomic andocietal
backgrounds. They meweryone fromeisure walkers, runners, cyclists and families treatel
alongRiverwalkto the residents, visitors and volunteimn the lively Calgary Drogn and
Rehd Centre (DI) across the strékat convene along the waihe sequencef unlikely
encounters and the bonds that the artists developedoeéhresidents duringheir residency

wasa complete surprise to the artists and greatly influenced the story and process of their work.

Completed in the summer of 20 eld Manual: A compendium of local influendg one
of themostrecent additions to the East Village€s curated public d@fbpo. The CMLC
commissioned ththreelocal emerging artists to create a temporary publicakwomprised of
multiple mixedmedia murals and sculptural pieces that are integrated onto existing
infrastructure along a section RfverWalknear tle Salesand Experience Centre. The artists,
Daniel Kirk, lvan Ostapenko and Kai CabunBoettchercame together to answer an open
request for proposals issued by the CMLC in 2012.grbgectbudgetwas fixed a$75,000,
which is a relatively moderate budget &opublic art commission, but since the three artists are
all still early in their careers andddnhot havea considerabl@mount ofexperience managing
public artprojects of such a large scope and scale, figayed that tleir best chance of being
awardel the competition wat® pool their skills and experience and submit a proposal as a team

The group submitted their proposal under the incorporated umbrella gighp& Soul afree
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flowing artist collective They were awarded ¢hcompetitionn August2012and the workwvas

completed in July 2013.

Over the nine months that it took to create the project, the young artists were consistently
reminded by the CMLC that their work aloRgverWalkwas not a permanent part of the
landscape in the East Villageut was only temporary. Temporary public artworks in East
Village are commissioned through of the CML@&sin the Public Realm prograand are
selected based on a adjudication process administered bZMtl@EsArts Committee, which
includes professials working in Calgary€s public and private arts and culture sector. From the
CMLCEs perspective, the benefits of commissioning rotating temporary public artworks include
not only smaller budgets and shorter timelines for delivery, but also the abiitabtge up the
imagery in the space and promote new work through their marketing and communication
initiatives. In general, commissioning bodies can take a few more curatorialviiskemporary
pieces than wit permanent artworksp the workcan tend tde more controversial, edgy or
confrontational. The smaller budgets and lack of infrastructure development, alsthemake

competitiongnore accessible to local and emerging artists.

The CMLC understands the haemporaily positioning artistén the East Villagean
develop higher cultural capital whidédads toeconomidbenefits From 2010 t®012, the CMLC
partnered with Calgary Arts Development Authority to adapt an old building, known as the
Seafood Market, into 14 temporary artist studiod rehearsal spacédthough the building has
since been demolished and all of the artists have moved on, the SeafoodHdkrédithe
CMLC establish it, long -term plan to position arts and culture as an important element of

thenew East Village, (@lgary Municipal Land Corporation, 2014).
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Field Manual: A compendium of local influeneceplaced Derek Besant€s pigicem the
River, which wasnstalled for 24 months and represents the first in a series of rotating temporary
public art works commissioned for East Village. To create ¢dwmsraission, Besant interviewed
Calgariansasking thenwhat the Bow River meant to them and then aimed at reptiag a
crosssectionof experiences that his subjetiad with the Bow River in his photographs
(Calgary Municipal Land Corporatigi2014). The result was the creation of a series ofdarge
scale, monochromatic and highly minimalist images depicting @Gatgaphotographed from
above floating in water. The piece ended up being somewhat controversial and proved to be
unsettlingfor some viewerdMlany people thought that the dislocated figures looked eerily dead
and felt that the images played on &llatmany people have of the Bow River as being a

dangerous and ominous force.

Figure 7: Derek Basant's | am the River.
Photos courtesy the author, 2013.

Installed in the exact same locations as Besant€s pietteManual: A compendium of

local influencerepresents an obvious departure from the minimalist aesthetics of its [msatece
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The work is vibrantly coloured, visually complex and conceptually layered. It incorporates
various media from digital images and grapdppliqguéto handpainted designs and free

standing molded sculptures. The varying styles and treatments indecport the pieces are
evidence of the different hands and minds that collaborated on the creation. Although strikingly
different froml am River Light & Soul€s work is also intrinsically tied to local geography and
although its visual layering and coreglty might make it difficult to immediately read, the

work€s content also has subversive undertones. Its bright colours and intricate and densely
packed detailing tell various stories about the East Village€s past, present and future. Located
near the plee where Calgary€s two rivers meke artiss sought to represent how that place is

not only one of a natural convergence, but also the rich social, cultural and economic collision

over history.

While Kirk, Ostapenko and Cabun@®wettchemwere all locdly-basedartists they didn€t
haveextensiveexperience irthe East Villagerior to the commencement of the projé&diey
were well acquainted with the reputation ttiet area hads a derelicheighbourhoodife with
crime and poverty, but it wa€t unit they began working on locatiadhat they began to
understand the power dynamics of the space both now and through its WgEmptingto tell
abalancedstory about the place, the artists spent a considerable amount of time researching the
history d the area and looking at the various influences, forces, people and events that are
shaping the landscape of present day East Village. They spoke with current residents in the
neighbouring apartments, many of whom are seniors, and individuals who leottatid worked
at the nearby p-in Centre They also made connections to the East Village Community

Association and conducted research at the Glenbow archives, Calgary Library and Fort Calgary.

88



It is no secret that historical documentation often hasrgjarmissions and can be selective

about whose story it tells. Eager to learn about the land€s indigenous history that they could not
find in print, they turned the Native Centre at the University of Calgary where they met with
Casey Eaglespeaker, who shthvégth them oral accounts of the Blackfoot people whaltise

land where the two rivers converged as wintering ground for 10,000 to 15,000 years ground prior

to colonization.

As | walkedthrough the sitavith the artists, they told me about their collaborative creative
process and the challenges that they were faced with creating such an ambitious public art
project for a corporate clierbome of the moshfluential encounter@ccurredwhile they were
painting and installing their work over a en@nth period in the summef 2013 During this
time, people would stop and they would engage in conversationpedaftie walkingoy and
through these conversations, tlgmt to know some of the locals tHeéquentthat area. The
attempts to arrange formalized megis with residents of the Calgary DropCentrewere
vaguely successful and they felt that the stories from residents that were told in front of the staff
in regards to the changes in the Easlagié were vastly different than the ones that emerged
organically though their opstreet encounter§hey befriended a resident named Dwghy
agreed to spendraorning with the artists walking around the East Village.r&jaled them
with stories of higpastexperience# the aea and about his old community of friends who used
to frequent the King BeardHotel, the old blues hallwvhichwas torn down to make way for the

newNational Music Centre.

What emerged from their research and consultationtivéltommunity was a reframing of

a rich multilayered story depicting a place thatwetogether the natural, s@l and economic
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histories of Bst Calgary. The illustrated images depict cultural icons that would be easily
recognzable to the everyday Cadan,butintermingled amongst the bright celebratory images
are stories oinequality, corruption, greed and displacem#mtareencapsulated in the s@e

past, present and futurEhe artists felt beholden to the people who lived in East Village and
struggled to negotiate between #teriesthat they wanted to tell the stories of the people and
buildingsthathad been forgotten, erased deemed invisible.and the story that the

commissioning corporatioexpected tdear

As | circle back aroundhe pathwayo where | began my walk,pass a group of
dishevelled men clustered beneath the underpass. | wibaahgrof their storieshadbeen
encapsulatedlong these walls and if so, how they will feel once their stories are all washed
away.| think about where they will go once the arsaedeveloped andow they will handle
being further displackwhencondo dwellers begin to move. inpass by a CMLC sign that reads
fHello, urban gplorers., It is an astutepiece of marketing that ovéytdraws orthe history as
the ebirthplace of CalgagAt the same time, | c&thelp but think about howhe sign€s
messageeinforces the frontier myth that poses potential real estate investors as intrepid pioneers
staking their claim in the urban wilderneksalsomakes mehink about thenistory of theland
that | am standing oandhow these groundsnceserved as seasonal gatherirgace for
nomadicBlackfootpeopleuntil the pioneersexplorers andeal estate speculators of the last
centurydisplaced them. | look over at the groupnzéngathered together near the under@ass
think about how theilifestyles, movements angatterns will soon be disruptell seems as if

historyis in the process akpeating itselfonce againon tre very samesoil.
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Figure 8: Hello Urban Explorers.
Photo courtesy the author, 281
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CHAPTER FIVE: CONCLUSION

Research Goals and Results

City planners and developers understand that the culture industry impacts economic growth
andcan help turn an ordinary city into a vibrant creative citye &rtsare being usetb
manufacture distinctiondrand spaces, promote tourism, market real estate and attezation
in competitive marketplace$he incorporation of iconic public artwks and flagship
architectural structuresre proven to drive social and economic investment and facilitate
placemakingCalgary is growing at an unprecedented rate and, as such, investment in public art
continues to rise and play an increasingly impontal& in the social, physical and economic
transformation of the urban environmeRapid development, urban densification and
gentrification are creating new kinds of pressures for urban commuAiiesich, many
developers are using placemaking and udit practices to mask the divisiveness that
surrounds urban revitalization projects and improve public perception surrounding controversial

real estate projects.

One of thegoak of this research project waseplore how space is bogysically and
sccially constructed through the use of public art emvestigatenow art is being used to brand
urban development projects and frame public perception about aPlgutie. artprojects, like
those discussed the previous chapteactively introdue newnarratives into communitiesnd
serve as an ideal base from whicteiplore how the artare implicated in thgentrification
processin order to expossome ofthe hidden power dynamitisat areat workin community

undergoing transitiondiscussionsroundgentrification should extend beyond real estate to
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include the economj@hysical social and culturathanges taking place within a locaBath the
TORODE and CMLC developmenis East Calgargerve as prime examplesmbjects that are
adoptingard integratng public art intoprivatedevelopmentgrior to the commencement of
constructionThe two ambitioupublic artprojects are set in communities currently undergoing
gentrification and this research project reveals how public art practicegrarsically linked to
this dynamic and complex transition procdashothsituations public artwassituated on
development sites timulate interesn the project, attract visitors apdomote the desirability

of the futue community to potential doyers.

While public art is beingnthusiasticallyncorporatednto cityscapes andewreal estate
projectsaround the worldKwon (2002) points out that much of thdiscourse surrounding
public artcelebrates artistic practices, yetglects to addreske politics that areonnectedo
public art practicesSmith (1996) and Miles (1997) suggest that itital for researchers to
continue toexplorehow the arts are being implicated in urban change and gentrification
processedPositioning public aratthe heart of this research projéetsenabled me texplore
thesocial and economiealitiesfacingan area of the cityn the midst ofurbanchangeWhile
this research project concentsat® a lo@lized anthropological studgy aimwas toreflect
upon broadbased issues that link artisticapticesto the spatial politics connected économic
emplacement and displacement, grdt production and consumpticemd transformation that

occurs as aesultof urban development and revitalization projects.
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Methodological Intent

Monuments, such as public atgnhelp construct public memory and determineatv
remembered and how (Hubbard et al, 2008)ether works of art angublicly-funded or
privately-commissioned, the integration of public art iattandscape changes the way that
people interact and experience a plddg.search for a esense of place€ played an important role
in my investigation and helped direct my methodological pro€ssssidering that my study
explores how space is socially gpialysically constructed through the introduction of public art, |
explored the role that place pyn ethnography anshcorporateddeasfrom the spatial turn
into my in situ explorationdVly research into public art was guided by the fact that images an
material objects are experienced in multisensory environmeémigloying a mixed methods
ethnographic approach enabled me to consider how my persorsdrasaty expéences of the
terrain was linked tthe contemporaryandscapend historyof area It was alsanstrumental in
helping me tanterpretthedifferentnarratives that made up the place and weave togtiber

storiesthat | collected to tell my version of the story of East Calgary

Walking around the siteand attending to my sensaf$orded me the opportunity to reflect
how the natural terrain was connected todinkural andsocial landscapéiy ongoing travels
through myfield of study enabled me to reflect on how my experience aadhads, sights and
smellsof the sites shifte my understanding of the plaaad altered my relationship to the place
overtime These sensory experiences became bound teadyng on gentrificationpublic art,
the creative city and the history of the at@aer the course of my researahd many ite visits
| alsobecame acutely aware of ragnnection to thgentrificationprocessand began to question

my role as a researchdihis realizatiormade itimperativefor meto include my personal
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reflections andelfreflexive experiences of my own dvimg relationship to place. My attengpt
to reconcile myuncomfortable position igeflecedin many of the opeended and unresolved

guestions that | raise my three narratives

As a researcherbe@me entangled in the production of the spacesltas studying
andexplored how myreserein thelandscapeleepened my connection to ghlacesthat | was
studying As | moved through the spaces, they made way to places and | was able to point to
relationships between seemingly dissimilar thirfigsese experiences enabled me to reflect on
my relationship to issues surrounding social and economic displacement and emplacement,
cultural consumption and production patterh also helped me to reflegponideas around
impermanence and the inevitatylof changewhichemerged aa prevailing theme in my three
narratives. The result of moving across disciplines and using a mixed methods approach was that
| was able tgrovide a rich portrait of the landscape of East Calgary at this particular juncture

while connecting it to mpersonajourney toattempt toestablish a sense of place

Moving Forward

In order to understand hgvublic artcontributes to the production of social spaces, it is
essentiato investigate the process of how those worksectobe installe and placed within a
community h order to begin to understand tieéationships and influences that led to the
production of those spacékhis research projetighlightedsome ofconsequencesf privatized
public artpractices, such dke lack of public consultation, the privatized aestheticization of

public spaces, anthe move away fromndigenous voices towardsu@iquitous creative vision
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of a city. Similar toother creative cities around the wor@hlgary is using public art by
internationallyrecognized artists and flagship architecture to help the city reinvent itself based
on the image that it wants to portray. While there are some iconic projects tbatrargly
beingpublicly-fundedin Calgary much of the prized internatally-renowned public art and
architectual projects arghe result oprivatized investmentThe longterm impacts of ahift
towards privatizatiomreonly beginning to be understood and remaingygortantarea of

opportunity for further research.
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APPENDIX A: LIST OF INTERVIEW S

John Torode
TORODEGroupof Companies

Interview conducted on January 2012

Erin Kergen
Calgary Municipal Land Corporation
Interview conducted odanuary 23, 2014

Jill Cross
CalgaryStampede Public Art Committee
Interview conducted oRebruary 6, 2014

Stacey Dyck
City of Calgary Public Art Department
Interview conductedn February 6, 2014

Dawn Ford
City of Calgary Public Art Department
Interview conducted on February 25, 2014

Daniel J. Kirkandlvan Ostepppenko
IndependentEmergingVisual Artists
Interviews conducted oRebruary 7, 2014ndMarch 18, 2014

Ron Moppé

Independentzstablished Visual Artist
Interview conducted on February, 28, 2014
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